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CHAPTER I
INTRODUCTION
STATEMENT OF THE RESEARCH PROBLEM AND PURPOSE OF THE STUDY
To what extent would defining poetry appreciation as a transfer demand generate an
effective way to teach poetry? This study investigated the feasibility of using Cohen's
Controlled Misalignment model of instruction (Cohen, 1994) to teach eleventh- and
twelfth-graders to transfer their skills for appreciating language from non-poetic to poetic
forms. This model is intended to create in learners a set for transfer, enabling them to
"naturally" transfer previously learned behaviors to increasingly misaligned stimulus
conditions presented in poetry.
Previous studies used the Controlled Misalignment model to teach various age
students the transfer habit, called cognitive stretching (Nolen, 1991; Boris, 1991). The
results of these studies indicate that this model can be used to teach students to handle both
near and far transfer demands in math and reading. These results also suggested that
Controlled Misalignment might be a possible strategy for teaching students to process the
peculiarities of poetic language, a transfer demand for anyone who has mastered ordinary
prose.
The purpose of this study was to determine the effects of the Controlled Misalignment
intervention on poetry appreciation. In this single-subject design, eight high schoolers
were sensitized to the variations in stimulus conditions between prose samples and poetry
under several variations of transfer demand. Each variation represented a difference in the
instructional pacing, allowing the researcher to identify the most efficient way to control the
transfer demand. Instruction was designed to provide a set for, and practice in, meeting
increasing transfer demands with regard to semantic and syntactic features. Subjects were
probed for appreciation upon completion of e<!Ch task during instruction. Appreciation was
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measured formally by requiring students to discriminate the better of two poetic passages,
one being the original and one in which the semantics and syntax were altered. Students
were also required to explain their choices. The ability to recognize the aesthetic elements
in the original poem was defined as an indicator of appreciation. A content analysis of
subject's responses served as an informal measure of effect and provided additional
quantitative as well as qualitative data.
The present study defined understanding and appreciating poetry as a transfer demand
because poetry is the use of language under stimulus conditions that vary from ordinary
written or spoken prose. "Many students regard poetry as more 'unnatural' than prose.
Poetry is more abstract and hence, seen as unrealistic" (Perricone, 1991, p.675). Students
often develop a fear or dislike of poetry because of the emphasis in educational settings on
understanding poetry rather than appreciating it. Both cases, however, require the ability to
process poetic language's transfer demand. Traditional poetry instruction does not seem to
instruct students systematically in the subtle and overt differences in stimulus conditions
between poetry and ordinary prose. Students are simply expected to transfer knowledge of
standard syntax and vocabulary already existing in their repertoires to gain an
understanding and appreciation of poetic language (Capella, 1994; Ford, 1987; Bryant,
1984).
This study proposed that by providing subjects with an "expectation" of variations in
stimulus conditions differentiating poetic language from prose, they would learn the
transfer habit. The researcher predicted that subjects would develop a set for transfer such
that when they were presented with new poetic passages, they would expect and seek
variations in semantic and syntactic features. Furthermore, the researcher predicted that
certain degrees of variations, referred to as instructional pacing or size of transfer demand,
would produce more or less appreciation effects. The study was designed to vary the size
of transfer demand in order to test this prediction.
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RESEARCH QUESTIONS AND PREDICTIONS
This multiple baseline, single-subject design investigated the validity of using the
Controlled Misalignment method of instruction to shape poetry appreciation in high school
students. The first research question addressed the proposition that poetry appreciation is,
at least partially, a function of ability to discriminate and process poetic syntax and
semantics from ordinary prose. Therefore, if the Controlled Misalignment treatment shapes
a set for transfer and is applied to poetry instruction, students should show a post baseline
effect. To test this proposition, each subject took a Best Poetic Passage Selection (BPPS)
assessment of appreciation as a baseline (pretreatment) probe and a BPPS assessment after
each instructional task. Hence, the research question:
1. Was there a baseline-to-posttask BPPS percentage correct appreciation score
difference?
The study also investigated the subject's ability to discriminate the critical features that
differentiated the more poetic passages from ordinary prose passages. The research
questions for this part of the study were:
2. Since the two different instructional treatment series, graduated from near to far
transfer demand (G and G-R) and non-graduated (NG and NG-R), were performed by
each subject (i.e., each was his/her own series comparison), and since the sequence in
which the two series were applied was counterbalanced across subjects, what were the
differences in (a) the BPPS percentage correct appreciation scores and (b) the percentage of
correct discriminations for treatments G/G-R and NG/NG-R?
3. Given the two different instructional treatment series, was there a difference
between the two in the number of practice tasks needed before subject's abilities to
discriminate critical features reached criterion?

In addition to the formal measurements (BPPS, percentage of correct discriminations,
and number of tasks to criterion), the study also observed informal indicators of poetry
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understanding and appreciation (articulated and unarticulated responses). These qualitative,
anecdotal fmdings were recorded and reported and, when appropriate, quantified.
DEFINITION OF KEY TERMS
Co~nitive Stretchin~

refers to a technique for tolerating increasingly misaligned

conditions and involves the "recognition of critical features of stimulus conditions that are
the same as and that are different from previous stimulus conditions of problems previously
successfully solved (Nolen, 1991, p. 5)." Cognitive stretching is the transfer habit, in the
present study, an expectancy that poets vary the syntax and semantics of prose. In the
present study, Controlled Misalignment is intended to shape the behaviors that are
subsumed under this construct.
Controlled Misali~nment refers to a technique for systematically varying each
subsequent activity's features and requiring two criterion performances, the correct
"answer," and the correct description of the misalignment (Cohen, 1995). This systematic
variation is intended to develop the cognitive stretching or transfer habit described above
and is the treatment intervention used in the present study.
Graduated Treatment was considered to be less difficult than the non-graduated
treatment intervention. The graduated treatment module (Module G/G-R) was graduated in
three ways: there were several variations (comparisons) of the same line or stanza, single
lines or couplets were compared before stanzas, and poetic passages rated as 1s or 2s on
the Likert Complexity Scale were used before passages rated as 3s, 4s, or 5s.
Modules contained the controlled misalignment poetry intervention (treatment) which
required subjects to compare and code changes between lines or stanzas. There were four
modules: Module G, Module G-R, Module NG, and Module NG-R.
Instructional Alignment refers to the degree to which stimulus conditions of
instruction, assessment, and intended outcomes are congruent (Cohen, 1987). It is the
theoretical construct from which this study's Controlled Misalignment intervention derives.

5
Non-~duated

Treatment was considered to be more difficult than the graduated

treatment intervention. Tasks in the non-graduated treatment module (Module NG/NG-R)
consisted of only a few variations (comparisons), and required subjects to compare stanzas
rated as 3s, 4s, or 5s on the Likert Complexity Scale.
~

is an artful use of language which "aims at the fulfillment of a purpose

intrinsic to the language itself (Oliver, 1994, p. 30)." It is "writing that formulates a
concentrated imaginative awareness of experience in language choices and [is] arranged to
create a specific emotional response through meaning, sound and rhythm (Webster, 1979,
p. 880)." This study defmes understanding and appreciating poetry as a transfer demand
because it is the use of language that varies in semantics and syntax from prose which was
assumed to be within the high school student's repertoire. In the present study, poetry is a
reflection of the poems used in the Controlled Misalignment intervention and the Best
Poetic Passage Selection (BPPS) assessment of appreciation. A complete list of poems is
in Appendix F. These poems were identified by literary critics and English educators to be
good poetry and appropriate for a high school English curriculum.
Poetry Awreciation, also referred to as Literary Appreciation and Appreciation,
involves recognizing the aesthetic value of poetry through heightened perception or
understanding. It is the ability to grasp the quality, nature, worth or significance of a
poem. In this study, poetry appreciation was measured formally in the Best Poetic Passage
Selection (BPPS) assessment.
Prose is generally written to communicate a message; its purpose is to be useful.
Novels, essays, and letters are examples of prose. In the present study, prose samples are
used in the Controlled Misalignment intervention to teach the transfer habit. The samples
are systematically misaligned such that what first represented "everyday language" becomes
more "poetic" with each subsequent sample.
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Semantics is "the classification of changes in the signification of words or forms
(Webster, 1979, p.1044)." In this study, semantics refers to "words the writer chooses to
assign to things or people," specifically poetic diction, similes, and metaphors. Poetic
diction usually refers to artificial-sounding or outdated language in a poem such as "thou"
or "hath." Poetic diction uses language distinct from ordinary speech (e.g., "the whiskered
vermin race" instead of "rats"). A simile is a comparison of two things, indicated by some
connective, usually "like," "as," "than," or a verb such as "resembles." A simile expresses
a similarity, but the things compared have to be dissimilar in kind (e.g., "Oh, my love is
like a red, red rose"). A metaphor is a statement that one thing is something else, which, in
a literal sense, it is not (e.g., "Oh, my love is a red, red rose"). In this study, students
wrote the code "P" above the word where there was a change in poetic language or
semantics from the previous line or stanza.
Set for Transfer refers to an expectancy that stimulus conditions present in a given
situation vary, but are related to stimulus conditions present in previously learned
behaviors. The intent is to sensitize the learner to stimulus variations, building a tolerance
for transfer demand (Cohen, 1995; Stover, 1979). This term is synonymous with
expectancy, transfer habit, and cognitive stretching.
Syntax is defined as "the way in which words are put together to form phrases,
clauses, or sentences. A connected or orderly system: harmonious arrangement of parts or
elements of language (Webster, 1979 , p.ll75)." In this study, syntax is the musical
quality of a line or poem and is categorized by rhythm/beat and rhyme. Rhythm is more or
less regular recurrence of units of sound. Many literary critics describe rhythm as being
unique to a poet's style and as something that is "felt" by the reader. However, rhythm can
be measured by finding patterns of stresses (meter) in lines of poetry. Rhyme is the
repetition of sounds. Different types of rhyme include: full or end rhyme, half or near
rhyme (assonance/vowel rhyme and consonance/consonant rhyme), internal rhyme
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(rhymed words within a line), and alliteration or head rhyme (the repetition of the same
sound at the beginning of successive or nearby words in the same line). In this study
students wrote "B" above the words or line in the prose samples where there was a change
in rhythm/beat from the previous line or "R" where there was a change in rhyme.
Transfer demand refers to the degree to which a student must transfer knowledge
already existing in their repertoires to a new situation. Cohen defined transfer as the
appropriate action linked to stimulus conditions that vary more or less from those
conditions to which the action was originally linked (Cohen, 1995). "More or less" refers
to the transfer demand, or what cognitive transfer theories call "near or far transfer."
Students can be taught to handle transfer demand if the instructional designer intentionally
manages the stimulus variations so that they progressively increase in transfer demand. In
this case, instruction would require the student to solve the problem and identify the
misalignments; i.e. describe how the stimulus conditions of the current task vary from the
stimulus conditions to which the action had been previously linked. This study defined
poetry as a transfer demand because the semantic and syntactic features of poetry vary from
prose.
Transfer of Learnin~, also known as applying previous learning, cognition, or
problem solving, refers to appropriately transferring previously learned actions with their
component thoughts and feelings to new events without direct instruction (Cohen, 1995).
In instructional alignment, transfer of learning describes an appropriate behavior under

stimulus events that vary from those events present when learning originally occurred. In
this study, Controlled Misalignment is the methodology used to teach transfer of learning.

BACKGROUND AND NEED
As long as human beings have existed, they have been preoccupied with the
appreciation of beauty. But exactly what causes us to perceive beauty remains elusive, and
its elusive nature may have negatively affected literary education. While appreciation is the
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most frequently stipulated goal of poetry instruction, the inability or hesitancy to
operationally define poetry appreciation has left a void in most poetry curriculums.
Consequently, this goal is rarely achieved. Two events motivated this study. One was a
literature search on how to teach this appreciation. The other was a finding in a recent
study using Controlled Misalignment that suggested the possibility that poetry appreciation
may be a function of successfully handling transfer demand.
Many theorists and researchers agree that a crucial aspect of language and cognitive
development involves aesthetic learning and literary appreciation (Anderson & Rubano,
1991; Greene, 1982; Vygotsky, 1962; Britton, 1970). For example, Greene (1982) points
out that "aesthetic experiences are not only affective and intuitive, ... they involve persons
perceptually and cognitively as much as they do emotionally (p. 327)." Britton (1970)
argues that aesthetic forms of language are essential with regard to constructing a world
view, and that literary reading is a "principal means to individuation" in adolescence
(p.265). However, with the exception of English, every subject in school emphasizes
reading for comprehension rather than for aesthetic experience. If English curriculums do
not nurture aesthetic responses and appreciation, students will not develop those skills
elsewhere. "... An aesthetic emphasis in reading and responding is meant to reinforce
aesthetic language experience as the primary domain of the English language arts
(Anderson and Rubano, 1991, p.86)."
Educators frequently complain that while students are competent in literal-level
comprehension skills, they lack competence in higher-order thinking skills needed for more
sophisticated reading (Purves, 1984). Most schools employ "comprehension" models
rather than models that promote appreciation and aesthetic responses to literature. "Indeed,
emphasis on comprehension has transformed literature study from an activity aimed at
enriching the linguistic and experiential background of our students to one concerned with
remembering and reiterating the content of stories, poems, and novels (Anderson and
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Rubano, 1991, p. 1)." This focus on reading comprehension has been enhanced by the
New Criticism model for literary study, which places considerable emphasis on finding the
objective or authoritative meaning of the text.
In the 1980's a number of references to this problem appeared in the professional
literature. For example, a study conducted by the International Association for the
Evaluation of Educational Achievement (lEA) found that higher-achieving, as compared to
lower-achieving students, exhibited fewer different kinds of responses to reading (Gaida,
1982). Gaida (1982) claimed that when reading and responding to literature, students tend
to assume a "moralistic interpretive response stance (p. 119)." Purves, Harnisch, Quirk &
Bauer (1981) suggested that, most likely, students have been taught in school that "certain
responses and only certain responses are appropriate (p. 89)." Eisner (1985) asserted that
one of the main reasons for aesthetic knowing being devalued in schools is the prevalence
of, and the "short-term and the instrumental" focus on testing.
When poetry is presented in school, generally little time is spent introducing students
to its critical features that vary from prose. Typical techniques for presenting poetry range
from giving the students a poem to read and the teacher supplying the "translation," to
counting syllables in a line of verse (Dias, 1979; Perricone, 1991). These techniques and
others probably do not foster an appreciation of poetry.
The present study investigated the use of Cohen's Controlled Misalignment model of
instruction (1995) to train students to recognize the variations in stimulus conditions (e.g.,
semantics and syntax) between prose and poetry to gain understanding and appreciation
when reading poetry. In controlled misalignment, the critical features of events are
systematically varied from smaller to greater disparity from one task to another. The
student is required to respond in the usual manner as in any instruction, but is required, in
addition, to describe these stimulus variations; i.e. how the current task varies from the
previous one. The intent is to focus the reinforcers typically at play during instruction on
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noting the stimulus variations as well as on "getting it right," thereby sensitizing the learner
to transfer demand and building a tolerance for it. Cohen calls this tolerance a set for
transfer (1995).
In 1991, Cohen directed a study testing the Controlled Misalignment construct on

transfer across as well as within vocabulary and math content areas (Boris, 1991). Half the
students were alerted to misalignments and given practice items during vocabulary
instruction while the transfer habits of the other half were shaped during math instruction.
To determine if students transferred their newly learned transfer habit to a different area of
instruction, they were given aligned and misaligned assessment items in both the area in
which they received instruction, and the other area (i.e., math and vocabulary). With the
average experimental group student outperforming 90% of the control group, Boris' study
demonstrated that once students learned the transfer habit, they were able to apply the skill
in another content area.
A specific finding in the Boris study led to the current study. When the data showed
little or no Controlled Misalignment effect on vocabulary assessments, Boris discovered a
negative skewing of score distributions for both experimental and control group posttest
scores. Cohen concluded that this finding was caused by unexpected ceiling effects,
indicating that children "naturally" transfer vocabulary without being taught directly to do
so. Any new word always appears in everyday life under conditions that vary from those
originally learned. Therefore, to learn a word means to be able to transfer more or less far.
A unique feature of poetry, meanwhile, is to stretch transfer demand to the maximum. The
poet's task is to create extraordinary experiences by using syntax as well as words in
unusual contexts. In the present study, the researcher investigated whether students could
learn the transfer habit such that they would more easily tolerate poetic language's transfer
demand, thereby enhancing their poetry appreciation.
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The Boris study's results suggested that the Controlled Misalignment model of
instruction might provide practitioners with an effective way to shape a set for transferring
ordinary language processing to poetic language processing. Hence, the present study.

TIIEQRETICAL RATIONAI .E
This study defined understanding and appreciating poetry as a transfer demand
because the semantic and syntactic features of poetry vary from prose. Cohen's Controlled
Misalignment Model of instruction (1995) was used to train students to recognize the
variations between prose and poetry and to create a set for transfer such that they would
transfer previously learned prose language behaviors to increasingly misaligned stimulus
conditions presented in poetry. The researcher predicted that when students create a set for
transfer in poetry, appreciation increases.
Ferster and Skinner's Stimulus Control construct (1957) provided the foundation for
Cohen's Controlled Misalignment construct. Stimulus control involves managing the
critical stimulus features of events that reinforcers are intended to link to actions to form a
learned behavior. Cohen first applied the stimulus control construct to instruction by
specifying and aligning the stimulus conditions of instruction and assessment, requiring
instructional designers to operationize intended outcomes as the assessment. He called this
Instructional Alignment (1984a). Cohen predicted that when actual assessment items rather
than objectives were aligned to instruction, students would show significant improvement
in test scores. This prediction proved to be true (Stover, 1979; Koczor, 1984; Tallarico,
1984; Elia, 1986; Fahey, 1986; Graby 1987; Wishnick, 1989; and Rapaport, 1994).
The Controlled Misalignment construct was developed as a result of a common
problem that surfaced in nearly all the studies in instructional alignment, the problem of
transfer demand. The more students were required to transfer what they learned in
instruction to performing on a test, the more variance in test scores. In other words, the
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greater the misalignment among desired outcomes, instruction, and assessment, the less
well students were able to perform on the assessment.
Most attempts to understand transfer use cognitive models. They try to impose
"critical thinking" strategies. In contrast, Cohen proposed that teaching students to transfer
learning should be approached behaviorally, in which case, the instructional alignment
model was most relevant. The key to applying the alignment model is operationalizing the
outcome, in this case, transfer. He defined transfer as the appropriate action linked to
stimulus conditions that vary more or less from those conditions to which the action was
originally linked. "More or less" refers to the size of the transfer demand, what cognitive
transfer theories call "near or far transfer."
Cohen hypothesized that students could be taught to handle transfer demand by
systematically varying the stimulus conditions and requiring students to not only solve the
problem, but also identify the misalignments; i.e. describe how the stimulus conditions of
the current task vary from the stimulus conditions to which the action had been previously
linked.
Furthermore, Cohen hypothesized that if instruction routinely demanded this dual
response to instructional tasks, the student would routinely expect each task to vary and
would not fmd "new" situations particularly strange. In a sense, the student would soon
acquire an expectation or set for transfer (Cohen, 1995). If the instructional designer
intentionally managed the stimulus variations so that they progressively increased in
transfer demand, the student would easily and painlessly learn to handle far transfer,
perhaps, to that point often referred to as "creativity." In this sense, Cohen was defining

creativity as a far transfer event.
Two studies in Controlled Misalignment demonstrated that it was possible for students
to acquire a set for transfer in math and English whereby they were able to solve the
problem and recognize the misalignments as tasKs increased transfer demand (Nolen, 1991;
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Boris, 1991 ). The finding in the Boris study suggested to Cohen that its variation in
stimulus conditions from those conditions of ordinary prose or spoken language is what
defmed a passage as poetic. In poetry, the syntax and even the visual text are varied from
prose to affect a poetic style or musical quality. Words are used in their most metaphoric
role so that, for example, one's lover is a "red red rose." Assuming a student can
understand and appreciate prose, then learning to understand and appreciate poetic language
is a transfer demand in which semantics and syntax vary from ordinary exposition but are,
nevertheless, the same language. In A Poetry Handbook, Oliver (1994) writes,
(1) poetry is language, (2) poetry is a use oflanguage rather than a kind oflanguage,
(3) poetry is artful, not natural, and (4) poetry aims at the fulfillment of a purpose
intrinsic to the language itself (p.30).
Like poetic language, prose is meant to elicit the reader's awareness of experience and
emotional response. Assuming the reader's ability to respond appropriately to prose, the
lack of that response to poetry can be at least partially explained by its semantic and
syntactic transfer demand. Furthermore, if poetry has validity, those features that identify
its variation from prose cause poetic language to elicit more intensive levels of awareness
and emotion. Therefore, assuming they can already respond appropriately to prose,
students taught to handle poetry's transfer demand should demonstrate increased poetry
appreciation.
As defined in this study, poetry appreciation involves recognizing the aesthetic value
of poetry through heightened perception or understanding. In other words, the ability to
identify the language variations increases the likelihood of an aesthetic response and
appreciation. Since Controlled Misalignment has been demonstrated to successfully create
a set for transfer in other skill and content areas, then its application to poetry appreciation
should result in similar success. What remains to be investigated is the application and
pacing of the Controlled Misalignment's transfer demands that elicit maximum
appreciation, which is the focus of the present study.
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LIMITATIONS OF THE STUDY
The present study assumed that an indicator of appreciation was the ability to
discriminate the syntactic and semantic features that distinguish poetry from ordinary prose.
Hence, the study limited its operational definition of appreciation to a score on the Best
Poetic Passage Selection (BPPS) assessment designed by the researcher. The researcher
acknowledges that appreciation of any aesthetic experience probably depends on many
factors beyond the ability to discriminate critical features (e.g., personality factors, level of
comfort, needs). Therefore, incidental observations and spontaneous responses were
recorded during sessions and content analyzed where appropriate. The study did not
include other factors such as how often the subject chooses to read, write, listen to, or
recite poetry in contrast to competing activities, which are also reasonable operational
definitions of poetry appreciation.
There were no unique characteristics to the population being studied which limited
generalizabilty. The study demonstrated an effect significant enough to reasonably expect
other populations' learning behaviors in other domains to respond to the Controlled
Misalignment method of building a set for transfer.
IMPLICATIONS OF THE STUDY
It seems logical to assume that teachers create learning experiences whereby students

are challenged to apply what they have learned to "real-world" situations outside the
classroom and further, create opportunities to demonstrate appreciation of art or literature.
However, literature, research, and experience indicate otherwise. Teachers do not
purposely shelter students from these experiences; they simply do not have the "knowhow."
One of the most important implications of this study is that the Controlled
Misalignment model of instruction may contribute to giving teachers the "know-how" to
teach students to handle transfer demand in poetry. Although there is plenty of anecdotal
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evidence of effective poetry instruction, there is very little empirical research. Teachers
generally rely on their own or other teachers' successful experiences rather than an
empirically demonstrated technique.
Defining poetry appreciation as a transfer demand could generate an effective way to
teach it. Not only would students develop a set for transfer and a transfer habit which
might transfer to other school subjects, they would also learn to appreciate poetry as a
variation from prose. Distinguishing the variations could lead to greater understanding of
syntax and semantics. Ultimately, students may learn to appreciate poetic language and
nurture a life-long love of poetry.
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CHAPTER II

REVIEW OF THE LITERATURE
INTRODUCTION
McGovern (1993) cites a government report from 1987 which was specifically
commissioned to investigate the teaching of poetry in secondary schools. The report found
that 'poetry is frequently neglected and poorly provided for; its treatment is inadequate and
superficial.' According to Dias and Hayhoe (1988), the prevalent teaching methodology,
which is characterized by the excessively dominant role of the teacher, has contributed to
the negative view of poetry. Bugeja's research (1992) supports this view: "Nearly half of
the students thought poetry was exciting until a teacher made a value judgment about their
intellect, based on their explication (p. 32)." In their book, Dias and Hayhoe describe
several teaching techniques which focus on the reader. The teacher merely acts as an
observer and consultant and offers her/his opinion as a point of discussion only after
students have formulated their own. McGovern (1993) suggests a more precise method of
teaching poetry which is based on the teaching of skills and modeled after reading
instruction for foreign language learners.
McGovern's method (1993) divides skills into four major categories: (1)
understanding skills, (2) consolidation skills, (3) appreciation skills, and (4) evaluation
skills. Understanding skills focus attention on the content of the poem, which includes the
title, vocabulary, sentence structure, imagery, and theme. Consolidation skills emphasize
identifying and interpreting tone, style, irony, symbols, innuendoes, mood, and so on.
According to McGovern, "The Consolidation Skills form an effective bridge between
understanding a poem and appreciating it (p. 31 ). " Appreciation skills assist the learner in
clarifying his/her opinion about how well a poem is crafted and involve identifying and
interpreting form, rhyme, rhythm, patterns of SOl!nd, and recitation. Evaluation skills "are
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more reader-focused than text-focused and aim to encourage the learner to develop from
being a dependent to an independent reader of poetry (p. 33)." Evaluation involves
comparing skills involved in reading poetry to other works, using appropriate language to
articulate opinions about a poem, and using reference works such as dictionaries and
literary reference guides. This method is very similar the method espoused by Wolfe and
Shuman (1976) in study using high ability high school students.
Poetry is a work of art. However, poetry appreciation is more difficult than other arts
because words get in the way of immediacy. In everyday language, words are used
carelessly. But in poetry, words are selected and used with great care, and their meanings
are precise. Good analysis of a poem should increase understanding and enjoyment.
Marshall (1993) points out that "the Report of the Commission on English minimizes the
poem as a work of art. Possibly they took it for granted that everyone naturally responds
to poetry but needs to be taught discrimination. The latter is certainly true; though the
former is not (p. 26)." She advocates waiting until a student is emotionally moved or
fascinated by a poem before proceeding with analysis.
Couch (1987) condemns the way poetry is traditionally taught in schools. He claims
that the emphasis on simply regurgitating factual information about a poem on a worksheet
undermines the goal of teaching appreciation and taste. Similarly, in his book titled
Teachine literature to adolescents, Dunning (1977) argues that poor teaching methods cause
students to dislike poetry, which inhibits the development of discriminating taste.
Grosshuesch (1991) goes so far as to say that "poetry is considered a form of torture
because of the way with which it is approached (p. 49)."
Purves (1989) concludes that a major function ofliterature education is "the
development of what one might call preferences or habits of mind in reading and writing
(p. 4)." In other words, students not only need to learn to read aesthetically, but they must
be able to "switch lenses" when moving from concrete subjects such as social studies to
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poetry. Furthermore, "literature education is supposed to develop something called 'taste'
or the love of 'good literature,' so that literature education goes beyond reading and writing
in the inculcation of specific sets of preferred habits of reading and writing... (p. 4)."
Pollard (1978) discusses the results from a study which found that one out of two
students in advanced art courses needed "aesthetic remediation (p. 1). " She states that the
"lack of aesthetic understanding limits not only our ability to create art and to appreciate it,
but also narrows our vision of ourselves (p. 20)."
Although Perricone's essay (1991) is directed toward the use of poetry in foreign
language instruction, she discusses pertinent issues related to poetry instruction in general.
For example, she discusses deficiencies in students' education which commonly includes
"little or no understanding of the development of poetry, a paucity of knowledge with
respect to critical analysis of the genre, a poor grasp of the terminology required for that
analysis, etc. (p. 675)." She also discusses the importance of instructing students about
fundamental differences between poetry and prose and the creative process.
READER-RESPONSE THEORIES AND RESEARCH
Not only is there a large body of theoretical work on reading processes and the role of
readers, but over the last three decades a considerable amount of research has been done on
the process of responding to literature (Gaida, 1982; Applebee, 1977; Purves & Beach,
1972; Cooper, 1971). While a wide variety of approaches have been used and validated
over the years, literature education has remained largely unchanged. There are, however,
only a few researchers who have made a significant contribution to literature education.
Rosenblatt is one of those.

In 1938, Rosenblatt endeavored to redefme literary reading in schools in her book
Literature as Exploration. Forty years later, she further refined her work by proposing the

notion of "efferent" and "aesthetic" psychological stances assumed by readers. While
efferent reading is concerned with gaining knowledge or information from the text,
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aesthetic reading is concerned with recreating an emotional experience. During and
following aesthetic reading, the reader is engaged in personal and qualitative responses.
For the most part, efferent reading is emphasized over aesthetic reading in school
curriculums. Efferent reading and responding is reflected in questions such as "What is
this type of poem called?" Part of the problem is that because aesthetic reading and
appreciation are rarely operationally defined, available teaching materials focus on other
efferent models such as comprehension. Rosenblatt (1978) contends that very few
students benefit from poetry instruction which employs analytical and critical ways of
thinking borrowed from other parts of the curriculum.
There is a common misconception that until a student can read analytically for
comprehension, they cannot read aesthetically for appreciation. In fact, research on child
development suggests the opposite. For example, Gardner (1982) found that metaphor
production preceded metaphor comprehension developmentally. Similarly, Koch (1990)
discovered that fourth graders can respond to poems by writing poems, thus demonstrating
an aesthetic response to literature.
"The theoretical center (and, therefore, the teaching focus) of reader response is the
point at which the reader interacts with the text. Reader response investigates the
interaction of text and reader, the affective and cognitive processes of understanding and
enjoyment (Anderson & Rubano, 1991, p. 7)." As reflected in the research, the two
primary categories of response are: 1.) Articulated Response and 2.) U narticulated
Response. Articulated response research, generally referred to as protocol analysis
research, analyzes oral or written responses (protocols) of readers before, during, or after
reading a piece of literature. Unarticulated Response research, also called passive ability
research, provides opportunities for readers to respond to literature in ways which do not
require an oral or written response. In contrast with articulated response research,
unarticulated response has received little attention in the classroom and research.
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Articulated Response Research
The publication of Richards' Practical Criticism in 1929 marked the beginning of
articulated response research. Richards hoped that by gaining an understanding of how
students responded to poetry, he might learn how to better teach it. The protocol analysis
methodology used by Richards has provided significant insights into adolescent and child
reading behavior and is still the most frequently employed in reader-response research.
Richards (1929) presented his students with 13 selected poems and invited their free
responses. He then recorded and analyzed their protocols (comments). His analysis led
him to identify 10 major difficulties in their approach to reading poetry. They were:
making out the plain sense of poetry, sensuous apprehension, imagery, mnemonic
irrelevancies, stock responses, sentimentality, inhibition, doctrinal adhesions, technical
presuppositions, and general preconceptions. Richards concluded that the following
problems interfered with the ability to read poetry critically, correctly, and meaningfully:
immaturity, lack of experience in reading poetry, general inability to construe meaning,
succumbing to stock responses, preconceptions, bewilderment, and deference to authority.
Furthermore, Richards found that there was little consistent quality in responses; there were
extremes of perception and obtuseness.
Richards' approach necessitates that the teacher assist the reader in becoming a more
advanced interpreter of literature through written response such as an essay question on a
literature exam.
Research using protocol analysis does not focus on reading comprehension or
interpretation exclusively, nor is there any inherent reason that written or spoken
protocols must focus on comprehension or interpretation. But its methodology of
articulating response, combined with the school's emphasis on reading tests and
reading research's emphasis on comprehension, does tend to focus student attention
on written or spoken reiteration, representing the "comprehension" or "interpretation"
of the literary work. And since protocols are generally written as essays or expressive
responses, rather than in literary forms, written response is frequently perceived as a
comprehension response, promoting an efferent, rather than aesthetic, reading of the
text (Anderson and Rubano, 1991, p. 11).
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Other researchers have used different techniques to elicit articulated responses. For
example, Applebee's (1978) research analyzed response protocols as a way to look through
transactional language and uncover poetic response. Squire (1964) analyzed verbal
responses to open-ended questions asked at different points during a reading. In an effort
to confirm that small group work is as productive as, if not more than, teacher-led and
teacher-dominated instruction in a large group, Dias (1979) asked small groups of students
to work out their interpretations of a poem and bring those back to the entire class for
further discussion. Using a combination of journal writing and small group discussion,
Bryant (1984) noted that subjects increased their ability to respond aesthetically to a poem.
The use of journals or reader-response logs has, in recent years, become fairly
widespread. Bleich (1975) was one of the first to research this method of response. He
describes using reading logs and activities such as having students select "the most
important element in the story" to investigate their criteria for making the judgment. Most
educators support this method to some extent, as it gives students self-direction and control
over the learning situation and it strengthens students' writing and their ability to relate to
literature. Responses need not be gushy personal testimonies. Instead, an aesthetic
response is that which not only belongs to the individual concerned, but can be appreciated
and shared by others.
While most reader-response research assumes communication to an audience, a basic
assumption of "poetic discourse response" is that language is used for its own sake, "not
for any ulterior end, any purpose that lies outside the activity itself (Britton, 1970, p. 30)."
Providing readers with tasks that require response in poetic discourse promotes aesthetic
reading. For example, following an explanation of what is meant by imagery, teachers
could have students report as vividly as possible, "images" they recall from a poem.
Images would include sights, sounds, and smells associated with one part or the entire
poem. In an effort to examine their thought processes, the students would be asked to
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distance themselves from the "images" and discuss, in writing, the source of their imagery
(Anderson and Rubano, 1991).
U narticulated Res.ponse Research
Many researchers have acknowledged that "... overt response (verbal, etc.) may
indicate very little of the inner response (Harding in Squire, 1968, p. 11 ). " In contrast
with articulated response research, unarticulated response research attempts to "try to go
beyond such descriptions and statements and try to get closer to the response itself
(Hansson, 1985, p. 217)." Hansson noted that "The passive ability of the less-educated
readers to notice and judge linguistic, literary, and experiential qualities were much more
developed than their active ability to verbalize their interpretations and experiences in
written statements (p. 217)." Unarticulated response research assumes that many readers
have passive ability with regard to responding in traditional oral or written forms. Even
"sophisticated" readers are occasionally confronted with difficulty in articulating a response
to certain poems which they have proclaimed to be masterpieces. In other words, they
have tacit knowledge: they "know more than they can say."
Many methods used in unarticulated response research can be used in the classroom.
For example, Hansson (1973) had readers respond to every two lines in a poem using
twenty-five different bipolar verbal scales with such descriptors as: simple-complex,
vibrant-static, bitter-sweet, and tragic-happy. This semantic differential technique can also
take the form of single pole scales, e.g., 01234567 Happy. At the end of the poem,
readers in Hansson's study were required to respond to all twenty-five scales. A
significant finding in his research is that regardless of the level of reading sophistication
(i.e., scholars and teachers of literature or skilled workers with only seven years of
compulsory school), the response profiles on the scales show remarkable similarity (1985).
Purves (1979) writes,
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Using the semantic differential with a variety of readers from all walks of life,
[Hansson] showed that there was a central tendency in the response to a poem. Only
when the readers began to articulate their responses did diversity enter, for then
readers began to focus on different aspects of the poem, began to make critical
statements (p. 809).
Another method of unarticulated response research used by Purves (1979) was to ask
readers to choose what they thought were the most important questions to ask about a given
poem. The questions are broken into descriptive, not hierarchical, categories. However, a
teacher may choose to ask students to rank -order the questions in order of personal
preference. They range from "Has the incident in the story [poem] ever happened to you?"
to "What qualities make this story a good story [poem]?" to "What would you rather be
doing than reading this story [poem]?" He found "that each text is unique not simple in its
meaning and emotion but in the critical perspective that it elicited from students, and this
across a broad spectrum of cultures and educational systems (p. 810)." Purves also found
that a few readers exhibited a personal response pattern regardless of the type of text.
To investigate unarticulated response, Abbott and Trabue (1921) had readers choose
the best and worst versions among four versions of the same poem, one of which was the
original. One version of the poem was rewritten to reflect a more sentimental tone. In
another version the meter (rhythm) was disturbed, and in the fourth version the rhyme was
altered. Elementary and high school students tended to choose the sentimental version as
best while college juniors, seniors and graduate students chose the original version. Like
Purves, Abbott and Trabue also found central tendencies in response. In an adaptation of
this study, Anderson (1988) used "poetic convention" (i.e., rhyme, meter, diction) to alter
poems. In the classroom, this technique has the added benefit of enabling the teacher to
recognize the aesthetic elements in the original poem (Anderson and Rubano, 1991).
Many other researchers and educators advocate similar methods for helping students
discern the difference between good and bad poetry. For example, in their books, Hall
(1987), Perrine (1988), and Kennedy (1966) explain the difference between good an bad
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poetry and present criteria for evaluation. Perrine purports that the objective of a liberal
education should be "to develop one's ability to judge and to discriminate (p. 730)."
Regardless of whether response is unarticulated or articulated, the aesthetic experience
must be accounted for. According to Anderson and Rubano (1991), the best approaches
toward that end are unarticulated response and articulated response through poetic
discourse because they "avoid all possibilities of efferent response (p. 24)." While poetry
appreciation is enhanced through aesthetic reading, it is demonstrated through aesthetic
responses.

LITERARY APPRECIATION
While there is a plethora of literature on poetry instruction, very little is based on
empirical fact. This is particularly true when the instruction seeks to elicit appreciation.
Part of the problem lies in the difficulty educators have in defining what they mean by
"appreciation." Kornfeld (1972) recognized the need for a "clear, valid definition of
literary appreciation" and consequently, designed a study to "develop a theoretical and
operational definition of literary appreciation as well as procedures for establishing and
measuring the validity of that defmition (p. 1). " An analysis and synthesis of relevant
writings in literary criticism and aesthetics and empirical studies in literary education
provided the foundation for the operational definition.
According to Kornfeld, "literary appreciation generally refers to a response to
literature that is evaluative and that indicates a perception of the qualities of literature
(1972, p. 5)." The resultant operational defmition of literary appreciation as validated in
Kornfeld's study is made up of three components:
a. Taste and Judgment: Given literary selections to read, S Chooses the better
quality from the lesser quality.
b. Understanding and Appreciation: S writes answers to questions about literary
work.
c. [Attentiveness to beauty and the aesthetic attitude:] Given a selection to read, Scan
write from memory the sensory, formal, and symbolic qualities about the work
(p. 143).
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Appreciation is the "consumatory experience of art" and consists of taste and judgment
or acts ofliking and acts of valuing (Jessup, 1959, p. 55). Whereas taste is a feeling
response of liking, judgment involves acts of valuing through a comparison of other
literary works. "The aesthetic appreciator is aware of his likes (his taste) and can relate
them to the relationship of the qualities of the literary object; he also values certain works
Gudgment) when, through comparison, he is aware of the aspects which ally or
differentiate this object from other works (Kornfeld,1972, p. 57)."
Understanding generally leads to appreciation, although not necessarily a full
appreciation of its aesthetic impact. On the other hand, a reader may appreciate a poem
without necessarily understanding or liking it (Cooper, 1972). In fact, the research
indicates that literary appreciators do not base their judgment of quality on personal
preferences. "Appreciation, then, is based on understanding and can be independent of
valuing. It is an aesthetic process, involving the evaluation of separate facets of the work
and concluding with an overall assessment of its literary merit (Cooper, 1972, p. 6)."

In Kornfeld's study, attentiveness to beauty and the aesthetic attitude is presented as
the heart of appreciation. "Beauty, an inherent value, is dependent upon the perceiver, for
it belongs to the object for those who can be affected or 'nourished' by it (Kornfeld, 1972,
p. 58)." Appreciation requires having an aesthetic attitude as demonstrated by a sensitivity
and attentiveness to certain qualities of literature. According to Jarrett (1957), those
qualities are:
a. Sensory qualities -- attention to the sensory materials such as the nature of the
words used
b. Formal qualities -- attention to the arrangement, organization, sign, form of the
sensory material such as the internal ordering of words, images, sounds and also
external organization such as genre, the pattern of a poem (sonnet, stanzaic form, etc.)
c. Symbolic qualities -- attention to what is being represented by the object, what it is
about, the content, the meaning, (i.e., imaged qualities of sense and form, character
qualities, emotional, dramatic, and ideational qualities, etc.) (Kornfeld, 1972, p. 60).
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It is these unique qualities of poetry which cause students to fear it. Generally, very little
time is focused on introducing students to the critical features and variations from prose.
Over the years, the most common measure of appreciation has been a test requiring
subjects to discriminate among poems or poetic passages. Content validity comes from
either the source of the selection (i.e., a recognized classic) or expert opinion. Abbott and
Trabue's (1921) study was one of the first to use different version of a poem to measure
appreciation. Eight years later, Speer's test of recognition of merit in poetry (1929)
required subjects to make a choice between two poems which had undergone an elaborate
process of judging by experts. Leopold (1933), Williams, Winter, and Woods (1938), and
Britton (1970) all used similar tests. The Rigg Poetry Judgment Test, published in 1942
by the Bureau of Educational Research and Services at the University of Iowa, is believed
to be the only test available from a commercial test publisher. It consists of 40 extracts of
poetry and along with a second version which was purposely made inferior.
INSTRUCTIONAL ALIGNMENT
Instructional Alignment refers to how precisely the stimulus conditions among desired
outcomes, instructional processes, and assessment align (Cohen, 1984a). By using
outcome indicators instead of behavioral objectives, teachers design instruction with critical
features that match the outcome indicator's critical features. The more these critical features
match, the higher the scores on these indicators which define the intended outcome.
Cohen's Instructional Alignment construct has generated significant increases in learning
and test scores (Stover, 1979; Koczor, 1984; Tallarico, 1984; Elia, 1986; Fahey, 1986; and
Graby, 1987).
The Instructional Alignment construct has roots in Ferster and Skinner's Stimulus
Control construct (1957) and Neidermeyer's Curriculum Alignment model (1979).
Skinner defined a behavior as an action in combination with discriminating and reinforcing
environmental events which comprise a total contingency system. As with any behavior,
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learning is a linkage among the action, reinforcers, and discriminative events. Before
learning something new, learners must have certain actions already existing in their
repertoires (Skinner, 1957). For example, before students can appreciate poetry, they must
understand normal daily oral language and be able to process language. In other words,
students do not learn a new action called appreciating poetry; they learn new linkages
between, on the one hand, appreciation actions (statements, expressions, signals) with their
contingent prose language events and, on the other hand, with new "poetic" language
events.
When students read a poem, reinforcers such as self satisfaction or understanding link
their appreciating actions (signals indicating appropriate thoughts and feelings) to the poetic
stimuli in the poem. The words in the poem, or the way in which they appear on the page,
or the syntax, or the way they are used are some of the critical features of those stimuli that
discriminate poetry from "ordinary" prose. When the poem's discriminative events are the
same or very close to the prose form, the two behaviors are said to be aligned. A stimulus
control problem exists when the discriminative events misalign with "normal" prose.
Usually the "greater" this misalignment, the "more" poetic the passage. The poet
manipulates "normal" language to create poetic effects. Behavior researchers would call
this manipulation a "stimulus condition that varies from the normal use of language."
When we ask normal language users to understand and appreciate these varying critical
features, we introduce a transfer demand.

In addition to Skinner's influence on Cohen's Instructional Alignment model,
Neidermeyer's Curriculum Alignment construct (1979) provided the model for instructional
alignment. Curriculum Alignment refers to the match among objectives, instruction and

assessments in any given curriculum. In a study investigating the effects of consistency
between the conditions presented during instruction and testing, Neidermeyer administered
a handwriting pre and posttest to students in eight kindergarten classes. Four classes
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received traditional kindergarten instruction, while four experimental classes received
instruction under conditions consistent with assessment conditions. Tests were rated on a
six-point rating scale (0 =no response to 5 =very legible). In the experimental group,
86% to 96% of the students were rated 3 or higher in contrast to 54%,74%,75% and 86%
in the four comparison groups (Neidermeyer, 1973). In another study, Neidermeyer and
Moncrief (1975) examined the effects of an elementary school nutrition unit designed to
align objectives, instructional activities and the posttest. Once again, significant increases
were shown on experimental group posttests (30%- 36%). Although the effects were
statistically significant, Cohen was troubled by Neidermeyer's "spotty" results and set out
to further refme the curriculum alignment construct by proposing that instruction and
assessment would be better aligned by using actual assessment items rather than behavioral
objectives. Over the next decade, he supervised a number of studies on Instructional
Alignment at the University of San Francisco.
In one of the earliest of these studies, Cohen and Stover discovered the power of
Instructional Alignment, reporting effect sizes of 1.44, 3.00 and 3.44 sigma (Stover,
1979). Sixth-graders were taught three different math word problem-solving techniques.
While all three groups received the same posttest, only one-third of the posttest items were
aligned with practice items given to each student. In other words, regardless of the
instructional technique used, mastery was achieved when the items were instructionally
aligned.
Encouraged by Stover's results (1979), Cohen and Hyman at the University of San
Francisco began a review of doctoral dissertations and journal articles reporting research
related to instruction. They discovered effects up to 3.5 sigma when the instruction was
aligned to the assessment, a condition more likely to be found in formal experiments in
which the construct validity of the dependent variable is a core criterion of a research
design's internal validity (Cook & Campbell, 1976). In 1984 Cohen proposed that the key
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factor in routinely achieving such large effects in school instruction may be "Instructional
Alignment" (Cohen, 1984a).
In order to directly measure the effects of Instructional Alignment, Cohen directed a
study by Koczor (1984) who taught fourth graders six typical lessons such as converting
Arabic to Roman numerals. On the posttest, half the students were given items that were
aligned with instruction and the other half were tested under slightly misaligned conditions.
For example, those students tested under misaligned conditions were required to write
Roman for Arabic numerals following instruction which taught them to write the Arabic for
the Roman numerals. Effect sizes favoring the aligned instruction in treatment ranging
from 1.10 to 2.74 sigma were shown among the higher aptitude as well as the lower- and
average aptitude students.
Cohen and Hyman directed Tallarico (1984) who tested the alignment effect with
second graders. In two 30-rninute training sessions, he taught them to manage two critical
features of items, intent consideration and stem-cue skill, usually found on norm referenced
standardized reading tests (NRTs). As indicated in an analysis of variance, these critical
features explained 15% of the total sum of squares in NRTs. Alignment effects were .71
and . 89 sigma.
By 1986 the data clearly showed that Instructional Alignment produced large effects.
To further explore the power of instructional alignment another doctoral dissertation under
Cohen's direction (Fahey, 1986) investigated the extent to which alignment could reduce
the gap between low- and high-aptitude students. In Fahey's study, community college
students were presented with one of three instructional stimulus conditions. They were
taught to either select the main idea, select the best statement of the main idea, or select the
best title in a reading selection. A 30-item posttest included 10 items from each of the
instructional stimulus conditions. Consistent with results of earlier studies, higher-aptitude
students performed better on test items misaligned with instruction than did lower-aptitude
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students. However, when the assessment was aligned with instruction, lower-aptitude
students scored 1.2 sigma greater than higher-aptitude students when instruction was
misaligned in ways typically found in most classrooms. Effect sizes were .91, 1.35, 1.64,
2.00, 2.92, and 3.40 sigma.
In another Cohen study of alignment's effect, sixteen percent of the variance in
vocabulary scores was explained as an alignment effect among low achieving, urban, low
socioeconomic level fourth graders (Elia, 1986). In this study, meanings of 24low
frequency target words were taught under three different stimulus conditions: 1) phrases,
2) sentences, and 3) paragraphs. For each group of students, one third of the assessment
items were aligned with instruction while the remainder were misaligned. For example,
those taught vocabulary in phrases received tests in which a third of the items appeared in
each of the three stimulus conditions in a manner that consistently controlled for counter
balancing aligned and misaligned items.
In another study by one of Cohen's students, Graby (1987) proposed a cognitive
connection to explain alignment's effect. When the cognitive level of instruction and
assessment were slightly misaligned, effect sizes were .74 and 1.05. However, aligned
instruction generated 1.55, 1.72 and 2.03 sigma effects. His population were high
achievers attending a high school for academically gifted students.
Alignment's components were formally defmed in 1989 when Cohen directed a study
by Wishnick. She designed and validated a formal alignment measure for any two
academic performances. She found that 60% of norm referenced standardized test (NRT)
score variance was explained by alignment between a school district's competency tests and

NRTs.
Breitsprecher (1991), under Cohen's direction, investigated whether cooperative
learning's effect on academic performance was a function of verbal mediation. He found
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that so much of the variance was explained by Instructional Alignment that verbal mediation
explained very little.
The studies in instructional alignment were encouraging. Cohen suspected that he had
found the "Magic Bullet" for instruction (1987). However, critics complained that the
Instructional Alignment model of instruction simply "teaches to the test." Although they
offered no supporting data, Mehrens and Kaminski (1989) claimed that students would not
learn to think critically and transfer what they learned to conditions presented outside the
classroom.
MISALIGNMENT AS TRANSFER DEMAND
As early as 1981 Cohen described the misalignment between assessment and
instruction as transfer demand. The issue of transfer demand surfaced in nearly all the
studies conducted in Instructional Alignment. The large effect sizes seemed to be directly
linked to if and how far the students were required to transfer what they learned in
instruction and were required to perform on a test. At the conclusion of Koczor's study
(1984), Cohen and Koczor expressed concern that mild misalignments produced a transfer
demand in even the highest-achieving students. Fahey's study (1986) addressed the
problem of whether teachers recognize that certain behaviors such as "understanding main
ideas" cannot be taught as a solitary skill. He described the stimulus variations causing
performance variations as "different skills." He addressed the issue of whether events
could be systematically manipulated so that students can learn to transfer even under
misaligned conditions. Following Graby's study (1987), Cohen speculated about why
even the best students showed deficits in transferring from discriminative events presented
in school to real life events. He further wondered whether it would be possible to teach a
transfer habit, a possibility tested by Thorndike and Woodworth 96 years ago and found to

be, at best, improbable in math performance (1901).
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Another problem related to transfer demand is that of near transfer and far transfer.
Near transfer simply means that if students are presented with a slight variation of
something they just learned, it would look so similar that it would require a small or near
transfer of knowledge or skill. Far transfer means that students might be required to solve
a problem that is unlike one that they have encountered previously even though some of the
features are familiar. For example, Theodore Roethke's poem "My Papa's Waltz" may
require a near transfer for an adolescent because the words used are familiar and the
rhythmical quality is similar to that found in children's nursery rhymes. On the other hand,
a Shakespearean sonnet might be a far transfer because of unfamiliar words, metaphors,
and form. One problem encountered in instruction is that one person's near transfer in one
subject area may be another person's far transfer. Often it is assumed that a certain skill
will only require a near transfer on the part of the learner when in fact it is far, even for
high-achieving students as demonstrated in Koczor's study (1984).
Several transfer theories have permeated the literature in education such as Schema
Theory (Gick and Holyoak, 1983), Metacognitive Theory, and Stimulus Generalization
Theory (Skinner, 1969; Hendrix, 1947), but none has helped practitioners with the
problem of teaching students how to transfer. In 1990-1991, Cohen directed two more
studies testing a new transfer theory derived from the Instructional Alignment model, called
Controlled Misalignment.
CONTROLlED MISALIGNMENT
Controlled Misalignment takes the critical features presented in instruction or those
behaviors that students currently have in their repertoires and teaches them to recognize the
variations between what they might encounter elsewhere. Skinner's Operant model (1953)
enables us to understand the effect of slight variations in the stimulus conditions of
instruction on behavior. Skinner suggested that operant behaviors can be shaped through
scheduled reinforcement (1969). Cohen proposed that controlling this schedule, using it
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to shape behavior contingently linked to the systematic progression of variations in a
stimulus condition's critical features might shape a "set," "habit," or "expectancy" for
transfer.
In Controlled Misalignment, the critical features are systematically varied from smaller

to greater disparity from one task to another. The student is required to solve each task as
in any instruction, but is required, in addition, to describe these stimulus variations; i.e.
how the current task varies from the previous one. The intent is to focus the reinforcers
typically at play during instruction on noting the stimulus variations as well as on "getting it
right," thereby sensitizing the learner to transfer demand and building a tolerance for it.
Cohen calls this a set for transfer (1995).
In the first study to directly investigate the effects of Controlled Misalignment, Cohen

directed Nolen (1991) in an experiment that taught two groups of community college
chemistry students to solve chemistry math conversion problems by giving them a set for
transfer. Both were taught using a modeling technique while only one group was also

trained to analyze variations in discriminative events from one math problem to another.
They were required to give both an appropriate misalignment analysis and the right answer
to the chemistry problem.
When subject's performance scores on misaligned and aligned posttest items were
compared within the treatment groups, there were 1.92 and 1.62 sigma differences. On the
other hand, in the experimental group, there was no statistically significant difference. It
appeared that the transfer skills in the experimental group were so good that they performed
equally well on misaligned and aligned items. The average students in the experimental
group outperformed 95% of the controls and 90% of the comparison group.
Later that year, Boris's (1991) Controlled Misalignment study tested transfer across as
well as within vocabulary and math content areas. Specifically, the experimental group
was given practice in providing the correct answer and the correct misalignment analysis
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for increasingly misaligned items. Half the students were alerted to misalignments and
given practice items during vocabulary instruction while the transfer habits of the other half
were shaped during math instruction. To determine if students transferred their newly
learned transfer habit to a different area of instruction, they were given aligned and
misaligned assessment items in both the area in which they received instruction, and the
other area (i.e., math and vocabulary). As seen in earlier Instructional Alignment studies,
lower-aptitude students benefited the most from the instruction, with the average
experimental group student outperforming 90% of the control group and the average high
aptitude student outperforming 80% of the control group. Boris' study demonstrated that
once students learned the transfer habit, they were able to apply the skill in another content
area.
A specific finding in the Boris study led to the current study. When the data showed
little or no Controlled Misalignment effect on vocabulary assessments, Boris discovered a
negative skewing of score distributions for both experimental and control group posttest
scores. Cohen concluded that these unexpected ceiling effects might indicate that children
"naturally" transfer vocabulary without being taught directly to do so. Any new word
always appears in everyday life under conditions that vary from those originally learned.
Therefore, to learn a word means to be able to transfer more or less far. A unique feature
of poetry, however, is to stretch transfer demand to the maximum. The poet's task is to
create experiences by using syntax as well as words in the most unusual contexts. In the
present study, the researcher investigated whether students could learn the transfer habit
such that they would more easily tolerate poetic language's transfer demand, thereby
enhancing their poetry appreciation.
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CHAPTER III
ME'IHODS
RESEARCH DESIGN
This study used a multiple-baseline, single-subject design. The treatment applied the
Controlled Misalignment method of instruction sensitizing subjects to variations in stimulus
conditions between ordinary prose and poetry. Instruction was designed to provide a "set"
for, and practice in, meeting increasing "transfer demands."
There were four treatment modules for the experiment, Graduated (G), GraduatedRevised (G-R), Non-graduated (NG), and Non-graduated-Revised (NG-R). The modules
contained the controlled misalignment poetry intervention (treatment) which required
subjects to compare and codes changes between lines or stanzas. Each subject received
both treatments according to a counterbalanced delivery in which some subjects completed
Module G (or G-R) followed by Module NG (or NG-R) and other subjects completed
Module NG followed by the Module G. Thus, each subject was his/her own comparison.
While the first four subjects received the original modules, subjects five through eight
received revised modules. These revised editions were shortened versions of the original
modules. Specifically, Module G was shortened from eleven to five tasks and renamed
Module G-R, and Module NG was shortened from nine to five and renamed Module NG-

R. The modules were shortened to determine if there was a difference in appreciation
based on the number of practice tasks performed by each subject.
Using the Best Poetic Passage Selection (BPPS) assessment (Appendix E), each
subject was probed for appreciation before instruction and following each practice task.
The BPPS required subjects to choose the better of two poetic passages, the original and
one with altered syntax and semantics. Subjects were also required to briefly explain their
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choice to the researcher. Explanations were analyzed to record the number of times
subjects discriminated the variations in syntax and semantics.
Effect was determined by comparing baseline BPPS scores with scores acquired
during and following the Controlled Misalignment intervention. In addition, measurements
of the number of correct discriminations were available for cumulative treatment effects (G
and NG combined), for between treatment effects (G compared to NG), and for between
treatment sequence effects (G-to-NG sequence cumulative effects). The study also
recorded spontaneous responses and responses to questions posed by the researcher.
These qualitative, informal indicators of poetry understanding and appreciation were
reported and, when appropriate, quantified.
VARIABLES
Intervention (Independent Variable)
The intervention was the Controlled Misalignment method of instruction. This
intervention was designed by the researcher to sensitize subjects to variations in semantics
and syntax between ordinary prose and poetry. Consistent with the Controlled
Misalignment method, subjects were required to respond to changes in versions of a poem
by discriminating the variations. Using the "Poetic Techniques" strategy, subjects coded
changes from the previous line or stanza and briefly discussed the variations. Responses
were recorded and content analyzed.
There were two treatment levels. One was the graduated treatment level and the other
was the non-graduated treatment level. The graduated treatment module (Module G/G-R)
was graduated in three ways: there were several variations (comparisons) of the same line
or stanza, single lines or couplets were compared before stanzas, and poetic passages rated
as ls or 2s on the Likert Complexity Scale were used before those rated as 3s, 4s, or 5s.
The non-graduated treatment was considered to be more difficult than the graduated
treatment intervention because tasks in the non-graduated treatment module (Module
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NG/NG-R) consisted of only a few variations (comparisons), and required subjects to
compare stanzas rated as 3s, 4s, or 5s on the Likert Complexity Scale. The purpose of
these two treatment levels was to test the possibility that graduating the difficulty in the
graduated treatment might have been an unnecessary factor in delivering this type of
instruction to this population.
There were two different versions of each module. While Module G consisted of
eleven practice tasks (Appendix A) and Module NG consisted of nine (Appendix C), both
Module G -R (Appendix B) and Module NG-R (Appendix D) each only consisted of five
practice tasks. In other words, the main difference in the original modules and the revised
modules is the length; the revised modules' design was identical to the original modules.
The modules were shortened to five practice tasks once the researcher determined that five
tasks provided sufficient data and a percentage correct pattern could be established. In
addition, given the time restraints at the school in which the research was being conducted,
five tasks allowed the subjects to complete the modules at a more leisurely pace.
The first four subjects used the original modules and the second four were given the
revised modules. This was done to investigate whether subjects needed more or less
practice before acquiring the ability to discriminate critical features that differentiate
ordinary prose from poetry. Note: When either Module G or Module NG are being
discussed, assume that the researcher is also referring to Module G-Rand NG-R.
Graduated (G and G-R) Treatment Level.· In the graduated treatment level, the series

of tasks and comparisons gradually increased in transfer demand from near to far. The
instructional effect was intended to be a combination of enough practice plus the gradually
increasing difficulty of the comparisons until the subject could discriminate most of the
semantic and syntactic variations within each task.
Module G and G-R (Appendix A and C) was graduated from near to far transfer
demand in both quantity and quality. Quantity was graduated in the number of lines
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compared and the number of "comparisons" required within each task. Whereas the first
few tasks required subjects to compare lines, subsequent tasks required subjects to
compare pairs of couplets, tercets, and then quatrains. Quantity of comparisons was
gradually decreased such that tasks at the beginning of the module provided five or more
variations of the same line and toward the end of the module there were only three or four
variations.
Task quality was graduated in that the first few lines (or stanzas) were excerpted from
poems rated as 1s or 2s on the Likert Complexity Scale and those at the end of the module
were rated as 3s or 4s, representing more complex passages. Complexity ratings were
established by a panel of experts.
Figure 1 is an example of the last two comparisons in a task which used pairs of lines
with a low complexity rating to teach the transfer habit (Appendix A). While the syntax
and semantics in line 2 were slightly more poetic than line 1, both resembled ordinary
prose. With each subsequent comparison, the line became more poetic until finally, the
original line from a poem (line 6 in Figure 1) was presented. The first variation was
considered to be "easy" because the semantics and syntax were familiar to the subjects,
thus requiring a near transfer. The information needed to understand and appreciate the
language already existed in their repertoires. This Controlled Misalignment technique was
designed to create a set for transfer such that when subjects were presented with an original
poetic passage, they would recognize that it is simply a variation of ordinary prose. This
recognition was predicted to produce increased understanding and appreciation of poetic
language.

In Figure 1 the codes and a possible response are supplied to illustrate how subjects
indicate changes. In the actual module, subjects were required to discriminate what
changed from one line (or one stanza) to another. Subjects demonstrated their ability to
discriminate by "coding" the changes according to the Poetic Techniques strategy and
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responding to the questions, "How does line_ differ from line 1? Which line is more
poetic? Why?". For example, code P represented a change in poetic language and code B
represented a change in rhythm or beat. If there was a change in rhyme, the subject would
have indicated so by marking an R, and if there was a change in something other than
poetic language, rhyme or rhythm/beat, the subject was instructed to write the code 0,
representing "other word-sound trick." These codes were taught to the students in the first
two pages of each module (Appendix A to D).

Comparison 5
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

4.

Girlfriend, so fair art thou.

5.

So fair art thou, girlfriend.
p
B
So fair art thou, my bonny lass

(P)
(B)
(P)
(B)
6.

How does line 6 differ from line 1? Which line is more poetic? Why?
.8tne 6 is more poelic than line 1 because if uses poelfc die/ion instead of everyday language and !he rhythm
of !he line is more musical %r example, words such as "my bonnie la.ss" are more poelfc !han "girlfriend"
and instead of simply saying ''you're preff.!J" !he poe! says, 'so fair arf lhou." Conjunclions such as
''you're" are no! usually used in poelry, ''you are" is more common. 93y changing !he order of !he words so
!hal "so fair arl thou" is al !he beginning, the line sounds more musical
Fifiure L Example of a Graduated (G) Treatment Task.

Non-graduated (NG andNG-R)) Treatment Level: In the non-graduated treatment
level, the instructional pacing was rigorous; far transfer was required even in the first few
tasks. From the beginning of Module NG and NG-R (Appendix B and D), subjects
discriminated changes in critical features from pairs of quatrains. Tasks consisted of only
four comparisons and all poetic passages were rated as 3s, 4s, or 5s on the Likert
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Complexity Scale. Like Module G, subjects were required to code the changes and explain
why the second or third variations were more poetic than the first.
Comparison 3

1.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

2.

Find a heart as soft and kind as mine,

(B)

(B)
or a heart as solid, secure and free

(P)
In this whole world,

(P)
I'll give thee that heart.

(B)
3.

If a heart as soft, a heart as kind as mine,
(R) (B)

a heart as solid and free
(B)

You can fmd in the whole world,
(R)

(B)

I'll give that heart to thee.

R B
4.

A heart as soft, a heart as kind,

p

a heart as sound and free
P
P R
B
As in the whole world thou canst fmd,
B
That heart I'll give to thee.
How does quatrain 6 differ from 1? Which stanza is more poetic? Why?
<Jhere are seoeral changes which make stanza 5 more poelic !ban 1. Cfbe mosl oboious are !be rhythm and
end rhymes. 9n olanza 5, !he meier is regular andprediclable. CJbe wordiness bas been taken oullhereby
making !he lines more crisp. '90nd" and "find" rhyme and 'free" and "!bee" rhyme. Cf3y using poelic
diclion such as "sound", "lbou", "cans!" and "!bee", lbe aulbor lransfonns a slalemenl or !hough! lbaf
migbf occur in eoeryday language info poetry.

Fieure 2. Example of a Non-graduated (NG) Treatment Task.
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Figure 2 is an example of a second to last two comparisons in a task. In this example,
the fourth quatrain is the actual poetic passage. Subjects were required to code the changes
from stanza 3. The last comparison in this task was to compare stanza 4 with stanza 1,
thereby enabling subjects to see the subtle and overt differences between ordinary prose
and poetic language.
Criterion Variables
The design used three different measures. Two formal measures of poetry
appreciation were the Best Poetic Passage Selection (BPPS) assessment and the percentage
of Correct Discriminations per task. The third measure was a qualitative measure of
appreciation indicators.

BPPS Assessment: Appreciation was measured using the Best Poetic Passage
Selection (BPPS) assessment developed by the researcher (Appendix E). The BPPS
contained several pairs of stanzas. Each pair consisted of one poetic passage in its original
form and another rewritten with altered semantics and syntax. A complexity rating ranging
from 1 to 5 on a Likert Complexity Scale was assigned to each original poetic passage by a
panel of experts. Subjects were required to mark their choices and briefly explain why one
was better (more poetic) than the other. Appreciation was demonstrated by the ability to
distinguish changes in semantic and syntactic features which make a passage more poetic.
The ftrst BPPS administration occurred before onset of treatment. Subjects compared
ftve pairs of stanzas. These scores represented the baseline, pretreatment level of
appreciation. In addition, subjects were probed for appreciation following completion of
each task. The complexity rating for the poetic passage in the BPPS was similar to the
rating for the stanza in the preceding task.

Correct Discriminations: The percentage of correct discriminations per task also
served as an indicator of appreciation. A discrimination consisted of recording a code
designating a change in poetic language, rhythm/beat, rhyme, or other word-sound trick as
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shown in Figures 1 and 2 by the letters P, B, R, or 0. Like the BPPS, poetry appreciation
was demonstrated by the ability to distinguish changes in semantic and syntactic features
which make a passage more poetic.
Qualitative Reports: The study observed informal indicators of poetry understanding

and appreciation. Responses to the questions at the end of each task and explanations of
their choice of best poetic passage served as indicators of poetry understanding and
appreciation. The researcher also recorded spontaneous verbal responses on audio tape.
These qualitative, anecdotal findings were reported and, when appropriate, quantified.
POPULATION
Subjects in this study were eight eleventh and twelfth-graders randomly selected from
a list of peer tutors in a middle socio-economic status public high school in central Arizona.
The peer tutors were from various disciplines and class periods. Letters to Educators
appear as Appendix L.
Obtaining the Sample
From a list of approximately 50 peer tutors, three students were selected from each of
the six class periods. A letter (Appendix H), consent form (Appendix I), participant data
sheet (Appendix J), and self-addressed stamped envelope were delivered to all 18 students
via their peer tutor teachers.
Six students indicated their willingness to participate in the experiment by returning
completed consent forms and participant data sheets to the researcher. The researcher
contacted the students by phone the night prior to the first instructional session to confirm
their attendance. While six subjects attended the first instructional session, two subjects
did not complete all three sessions. Hence, there were four subjects who completed the
instruction in November, 1996, using the original modules.
Due to the small number of students, and the researcher's desire to revise (shorten) the
modules and try the experiment again, another group of students were contacted. Four of
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the seven students who were contacted agreed to participate in the experiment in which
revised modules were used. The instructional sessions were completed in January, 1997.
Demom,phic Information
Subjects in this study consisted of three males and five females. Grade point averages
(GPAs) ranged from 2.1 to 3.9. The subjects had always attended public schools. None
of the eight subjects had more than 20 hours of formal poetry instruction. Most of the
subjects indicated that they read less than eleven hours a week for leisure and enjoyment
(any kind of reading, not just poetry), and responses to the question, "How do you feel
about poetry?" ranged from "hate it" to "love it." A sample participant data sheet is located
in Appendix J.

Subject #1 is a Caucasian female in her junior year of high school, with a 3.3 GPA.
She is the fifth child in a family of six. All of her siblings are male. She has lived in
Arizona her entire life with both parents. Although she works over 26 hours a week, she
still finds time for hobbies such as playing the flute, soccer, and collecting things. She has
"a lot" of experience reading poetry; however, less than 21 hours was formal poetry
instruction which occurred in the 7th and 8th grades. She understands poetry "a little" and
likes it.

Subject #2 is an Hispanic male in his senior year of high school, with a 3.1 GPA. He
is the oldest child in a family of two. He has lived in Arizona his entire life with both
parents. Subject #2 is heavily involved in school sports such as football, baseball,
basketball, and wrestling, as well as the school band. He has "a little" experience reading
poetry and less than 11 hours of poetry instruction in the 7th and 8th grades. Although he
understands poetry "a little", he indicated that he hates it.

Subject #3 is a Caucasian female in her junior year of high school, with a 3.3 GPA.
She is the youngest of two children. She recently moved to Arizona with her mother; her
father still lives in Ohio. Her hobbies include writing poetry and being with friends. She
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has "a lot" of experience reading poetry, particularly at home. Her formal poetry
instruction occurred in the 1st, 2nd, and 3rd grades. She understands poetry "a lot" and
loves it.

Subject#4 is a Caucasian female in her junior year of high school, with a 3.9 GPA.
She recently moved from Ohio and is an only child currently living with her aunt and uncle.
In her spare time she listens to music, writes poetry, and spends time with friends. She

has had "a lot" of experience reading poetry at home, and received less than 11 hours of
formal poetry instruction in the 4th, 5th, and 6th grades. She understands poetry "a lot"
and loves it.

Subject #5 is a Caucasian female in her junior year of high school, with a 2. 75 GPA.
She has one older and one younger sibling and lives with her mother and step father. Her
hobbies include watching TV, reading, and writing. She has had "a little" experience
reading poetry in school, primarily in the 7th and 8th grades. She understands poetry "a
little" and likes it.

Subject #6 is a Caucasian male in his senior year of high school, with a 2.1 GPA. He
and his younger sibling have lived in various other states. He currently lives with his aunt
and uncle. He works 6-10 hours a week, and in his free time, enjoys computers and
writing. He had "a little" experience reading poetry in the 9th and lOth grades. He
understands poetry "a little" and likes it.

Subject #7 is an African-American male in his junior year of high school, with a 3.68
GPA. He is the oldest of three children, all living with both parents. He enjoys playing
soccer and being creative. He has had "a little" experience reading poetry, including less
than 11 hours of formal poetry instruction in the 9th and 1Oth grades. While he
understands poetry only "a little", he loves it.

Subject #8 is a Caucasian female in her senior year of high school, with a 3.2 GPA.
She is the oldest of three children, and moved to Arizona last year with her mother. Her
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hobbies include rollerblading and attending athletic events. She has had "a little"
experience reading poetry, including less than 11 hours of poetry instruction in the 9th and
lOth grades. She understands poetry "a little" and likes it.
Human Subjects Review Committee
The researcher completed a standard human subjects form which summarized the
study and population. That form and a participant "consent form" were sent to the
University of San Francisco (USF) Human Subjects Review Committee. Approval was
granted in Spring, 1996. Paperwork is on file in the Office of the Dean of the School of
Education at USF. A sample consent form is located in Appendix I.
DEVELOPING AND VALIDATING INSTRUCTIONAL TREATMENfS
There were four treatment modules: Graduated (G), Graduated-Revised (G-R), Nongraduated (NG), and Non-graduated-Revised (NG-R). Module G and G-R are located in
Appendix A and C, and Module NG and NG-R are in Appendix Band D. Consistent with
the Controlled Misalignment method, the treatment modules were designed to provide
practice in discriminating semantic and syntactic variations between ordinary prose and
poetry.
The modules consisted of a series of tasks which required subjects to indicate changes
from line to line or stanza to stanza. Each module contained directions to subjects. While
tasks in Module G were graduated from easy to difficult, all the tasks in Module NG were
difficult. A task was considered to be more difficult if there were fewer variations or
comparisons, complete stanzas were used instead of comparing lines, and if the poetic
passages were rated as 3s, 4s, or 5s on the Likert Complexity scale.
The only difference between the modules used with the first four subjects and the
second four was that Module G was shortened from eleven to five tasks and Module NG
was shortened from nine to five. The modules were renamed Module G-R and Module
NG-R, signifying that they were revised (R). The revised modules' design is almost
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identical to the original modules. Note: When either Module G or Module NG are being
discussed throughout this chapter, assume that the researcher is also referring to Module GRandNG-R.
Selectin~

Poetic Passa~es for the Tasks

The researcher collected lines, stanzas, and poems from various high school English
literature textbooks. The poetic passages were then given to each of the four experts for a
rating on the Likert Complexity Scale. For a description of the raters, refer to the
completed Rater/Educator Questionnaires in Appendix N. Directions to raters and the
Likert Complexity Scale appear as Appendix M. On a scale of one to five, one (1) was
considered to be "very easy" and five (5) was "very complex." Lines or couplets with a
complexity rating of 1 or 2 were used in the beginning of Module G. Stanzas rated as 3s,
4s, or Ss were used toward the end of Module G, throughout Module NG, and in the
BPPS assessment. The interrater reliability on the Likert Complexity Scale is reported
below. The same scale was used for determining task difficulty level for both treatments
and assessment.
Interrater reliability was expressed as percent of agreement. To calculate percent of
agreement from a subjective evaluation expressed on a 1-to-5 scale, any two scores
contiguous to each other on this scale were defined as "agreement." Thus, a score of 1 and
2 were considered agreement, while a score of 1 and 3 were not. For example, for
selection 1 in Figure 3, percent of agreement is 100, since the scores were 1 and 2. For
selection 2, the percent of agreement is 50%, with half the raters considering it moderately
difficult, and half moderately easy.
Thirty-five lines or stanzas were given to the four experts for ratings. Upon
completion, the researcher omitted lines or stanzas for which there was less than 50%
interrater agreement and lines or stanzas which were not rated by all four experts, thus
leaving a total of 31 from which to choose for the tasks. However, depending upon the
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length of the passage and the complexity level, not all 31 could be used in the modules. In
other words, only lines rated from 1-to-3 could be used for the first part of Module G, and
stanzas consisting of four or more lines with ratings of 3-to-5 could be used for Module
NG. Therefore, the researcher selected those lines or stanzas which best fit the modules
and omitted the remainder. Module G ended up with a total of 11 practice tasks plus one
example task, and Module NG ended up with a total of 9 practice tasks plus one example
task. When Module G and NG were revised (shortened) to 5 practice tasks each, the
researcher only included lines or stanzas with 75% or 100% interrater agreement on the
Likert Complexity Scale, while ensuring that the length and complexity were appropriate
for the task.
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Figure 3. Poetry Selections for Module G and NG Interrater Agreement on the Likert
Complexity Scale.
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Desi~nin~

Instructional Modules

The first step in designing the modules was to identify which original poetic lines or
stanzas would be used in Module G and which stanzas would be used in Module NG. The
lines or stanzas were then categorized based on their score on the Likert Complexity scale.
Lines with a 1 or 2 complexity rating were used in tasks at the beginning of Module G,
tercets or quatrains with a 2 or 3 complexity rating were used toward the middle of the
module, and so on. For Module NG, quatrains with a 3 complexity rating were used in the
first few tasks, while quatrains, quintets, and sestets with a 4 or 5 complexity rating were
used in tasks toward the end of the module. While Module G originally contained 11
practice tasks and Module NG contained 9, both of the revised modules were shortened to
5 practice tasks. The modules were shortened to five practice tasks once the researcher
determined that five tasks provided sufficient data and a percentage correct pattern could be
established. In addition, given the time restraints at the school in which the research was
being conducted, five tasks allowed the subjects to complete the modules at a more
leisurely pace.
The second step in designing the modules was to rewrite the poetic lines or stanzas in
ordinary prose. Uncommon words, metaphors, and similes were rewritten in ordinary and
informal English, word order and punctuation were revised to comply with traditional
grammar rules, and rhymes were deleted. In other words, semantic and syntactic features
were altered. The first comparison in each task was essentially a translation of what the
poet probably meant when he/she wrote the line or stanza. It was not intended to be the
only interpretation of a poem, but rather a technique for teaching transfer.

A "task" consisted of three to six "comparisons." The frrst comparison in a task
consisted of two lines (or stanzas) which the subject was required to compare. The second
comparison presented lines (or stanzas) 1, 2 and 3, but only asked subjects to compare
lines (or stanzas) 2 and 3. Each variation was slightly more poetic than the previous

49
variation. The second to the last comparison presented the original poetic line (or stanza) as
well as all other variations. The last comparison in a task presented only the original poetic
line (or stanza) and the first comparison.
Trainin~

Subiects to Use Tasks and Comparisons

The "Poetic Techniques" coding strategy sensitized subjects to word/sound tricks used
by poets. Codes were: P =poetic language, B =rhythm/beat, R =rhyme, and 0

=other

word-sound tricks (see Modules G and NG in Appendix A and B). Subjects were
instructed at the beginning of each module to read the lines or stanzas then write a code
above the word(s) or line where there was a change from the previous line or stanza. The
researcher thoroughly discussed the coding strategy and gave examples of poetic
techniques such as metaphors, similes, alliteration, and assonance. Subjects were assured
that a Poetic Techniques code sheet would always be displayed for quick reference. The
researcher reiterated that each comparison was simply a variation of the original poetic line
or stanza. An example task was provided in each module, complete with codes and a
response. All the subjects handled the coding procedure with ease.
DEVELOPING ASSESSMENTS
The Best Poetic Passaee Selection (BPPS) Assessment
The ability to recognize the aesthetic elements in an original poetic passage was defined
as an indicator of appreciation. While both prose and poetry are meant to elicit the reader's
awareness of experience and emotional response, the variations in a poem's semantic and
syntactic features are intended to elicit more intensive levels of awareness and emotion.
Assuming the ability to respond appropriately to prose, subjects taught to handle poetry's
transfer demand were expected to demonstrate increased poetry appreciation.
The Best Poetic Passage Selection (BPPS) assessment of appreciation (Appendix E)
was modeled after Abbott and Trabue's (1921) and Anderson's (1988) unarticulated
response assessments and Kornfeld's tests of literary appreciation (1972). To investigate
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unarticulated response, Abbott and Trabue had readers choose the best and worst among
four versions of the same poem, one of which was the original. One version of the poem
was rewritten to reflect a more sentimental tone. In another version the meter or rhythm
was disturbed, and in the fourth version the rhyme was altered. In an adaptation of this
study, Anderson required readers to select the best of four poems: The original poem, the
same poem with altered rhyme, the same poem with altered meter, and the same poem with
altered diction. Anderson was primarily interested in investigating methods of eliciting
aesthetic response.
Kornfeld validated an operational definition of literary appreciation which included an
assessment of "Taste and Judgment" requiring subjects to choose the better of two poems,
both of which were published in poetry books. Prior to the experiment, Kornfeld got
consensus among a group of literary experts as to which was the superior poem. This
technique for measuring appreciation presupposes that one indicator of poetry appreciation
is the ability to recognize the aesthetic elements of good literature. According to Kornfeld,
"The aesthetic appreciator is aware of his likes (his taste) and can relate them to the
relationship of the qualities of the literary object; he also values certain works Gudgment)
when, through comparison, he is aware of the aspects which ally or differentiate this object
from other works (p. 57)." Another component to Kornfeld's operational definition is
II

Attentiveness to Beauty and the Aesthetic Attitude. 11 To test this proposition, subjects

were given a piece of literature and were required to write about its sensory, formal, and
symbolic qualities. Although the BPPS did not require subjects to write about these
qualities, subjects did distinguish the various qualities or critical features that make one
passage more poetic than another.
Selectin~

Poetic Passa~es for the BPPS Assessment

The BPPS assessment bank consisted of 50 poetic passages selected from high school
English literature textbooks. Each passage was rated by four literary experts using the
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Likert Complexity Scale developed by the researcher. On a scale of one to five, one (1)
was considered to be "very easy" and five (5) was "very complex." In other words, a
passage rated as a 5 required greater transfer demand than other passages.
Interrater reliability was expressed as percent of agreement. To calculate percent of
agreement from a subjective evaluation expressed on a 1-to-5 scale, any two scores
contiguous to each other on this scale were defined as "agreement." Thus, a score of 1 and
2 were considered agreement, while a score of 1 and 3 were not. For example, for
selection 1 in Figure 4, percent of agreement is 75%, since three out of four scores were 1s
and 2s. For selection 5, the percent of agreement is 50%, with half the raters considering it
moderately difficult, and half moderately easy. Figure 4 below displays the percent of
agreement on the Likert Complexity Scale.
Thirty-two of the original 50 poetic passages were selected for the experiment. Five
BPPSs were administered to establish a baseline score, twelve were administered during
Module G (one BPPS was given following the example task and each practice task), ten
during Module NG, and five were administered as a post-test. With one exception, the
researcher selected only those passages for which there was 75% or 100% interrater
agreement on the Likert Complexity Scale. The researcher was also careful to match the
BPPS complexity level to the complexity level of the corresponding practice task in the
module. Baseline and post-task BPPSs included passages with various complexity ratings.
Several longer and more complex passages were omitted due to time constraints and the
limited number of practice tasks rated as 5 on the Likert Complexity Scale.
Subjects who received the revised modules were assessed using the same five baseline
and posttask BPPSs as subjects who received the original modules. Because the revised
modules were reduced to five tasks each, five BPPSs were randomly selected from both
the original twelve used during Module G and ten used during Module NG. Hence, during
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Module G-R, BPPS numbers 1, 3, 4, 8, and 10 were administered, and during Module
NG-R, BPPS numbers 1, 2, 6, 7, and 8 were administered.
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Correct Discriminations
The percentage of correct discriminations per task served as an indicator of
appreciation. Like the BPPS, appreciation was demonstrated by the ability to distinguish
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changes in semantic and syntactic features which make a passage more poetic. Criterion
was 55% correct discriminations per task (refer to Pilotin2 the Study for more specific
information). A discrimination consisted of recording a code designating a change in poetic
language, rhythm/beat, rhyme, or other word-sound trick as shown in Figures 1 and 2 by
the letters P, B, R, or 0.
Content Analysis
The study also observed informal indicators of poetry understanding and appreciation.
Responses to the questions at the end of each task ("How does quatrain X differ from 1?
Which stanza is more poetic? Why?") and explanations of their choice of best poetic
passage served as indicators of poetry understanding and appreciation. In addition, the
researcher recorded spontaneous verbal responses on audio tape. A content analysis of the
responses appears in Chapter IV.
PROCEDURES
Before the experiment
Prior to the experiment, subjects were given an introduction letter, a consent form and
a participant data sheet (Appendix H, I and J). The letter and consent form discussed the
number and length of instructional sessions, and briefly explained that the purpose of the
study was to determine if the Controlled Misalignment method of instruction was effective
in teaching poetry. Subjects were made aware that participation was voluntary, and that
their performance was confidential and would not affect their grade in any course.
Settin~

Due to limited space and room availability at the high school, the sessions were held in
the psychologist's office and the library's media room. The psychologists office was
approximately 10' X 7'. On the same wall as the door, and running perpendicular to the
psychologist's desk, were an empty desk and chair. The subject sat at the empty desk
while the researcher sat at the psychologist's desk. Two small bookcases contained
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various reference books and personal photos. In the comer sat a file cabinet marked
"confidential." Three framed pastel prints of the beach adorned the walls. The ceilings
were approximately 15' tall, and at the top of the wall next to the door were 3' high
windows running the length of the room.
The library's media room was approximately 25' x 15'. There were eight small tables,
four on each side of the room. Two chairs were placed at each table and facing forward
and a small microphone dangled from a wires in the ceiling above each desk. In the front
of the room, there was a long cabinet containing media controls and miscellaneous
teaching materials. A TVNCR unit stood to the left of the cabinet. Three 2' high windows
were behind the cabinet, close to the ceiling.
Administerine the BPPS Assessment
Prior to the Controlled Misalignment intervention, each subject took five Best Poetic
Passage Selection (BPPS) assessments of appreciation (Appendix E). All five scores
combined made up the baseline score. Subjects were given a new BPPS after completion
of each task. Each BPPS and corresponding practice task were similar in length and
complexity. Each BPPS was self-contained on a separate piece of paper. Subjects circled
their selection and explained their choice briefly in writing on a BPPS response sheet.
Delivering Treatments
Each subject received both treatment modules according to a counterbalanced delivery
in which some subjects received the graduated treatment module followed by the nongraduated treatment module and other subjects received the non-graduated treatment
followed by the graduated treatment. Thus, each subject was her/his own comparison or
control. When a subject completed a module they were congratulated, thanked for their
time, and told when to return for the second part of the experiment. After completing both
modules, subjects were released from the experiment.
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During the first session, the investigator introduced herself and thanked the subject for
his/her willingness to participate. Consent forms and participant data sheets were collected
if the subject did not mail them in advance. The subject was directed to sit in the designated
chair and put personal belongings under the table. The researcher then pointed out the tape
recorder and explained that it would be used to record questions and responses and that
only the instructor (investigator) would hear the tape. The investigator then reminded the
subject that s!he would be learning a new way to read poetry. The subject was then given
five BPPS assessments and instructed to read each pair of poetic passages and mark the
selection of the best poetic passage on the answer sheet.
The researcher went through the example task with each subject. Subsequent tasks
were completed at the subject's own pace. After completing each task, the subject was
assessed using the BPPS. Subjects' spontaneous questions and responses were recorded
and subjected to content analysis.
PILOTING THE STUPY
The pilot study was used to validate the BPPS assessment of appreciation and the
Controlled Misalignment intervention. Time requirements, environmental requirements,
and audio taping logistics were also investigated.
When the study was conceived, the researcher intended to establish a criterion level for
completion of each module. Criterion level for Module G was predicted to be 75% correct
per task for a total of five tasks within 15 minutes. That is, 25% variation in ability to code
the changes seemed reasonable taking into consideration human error. The number of
tasks each subject completed would have varied depending on how much practice each
subject needed before s/he acquired the ability to discriminate the critical features that
differentiated the more poetic passages from ordinary prose passages. However, when the
study was piloted, the researcher discovered that it w9uld be too intrusive and distracting to
count the number of codes marked while the subject was completing the module. The
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researcher would have needed to either look over the subject's shoulder or take the
completed pages from the subject to accomplish this. In addition, the researcher noticed
that while a subject might reach criterion on several tasks in a row, s/he was not necessarily
able to sustain that level throughout the module. Hence, each subject was required to
complete all tasks in the module.
For the actual study, the researcher established a 55% criterion level for successful
completion of each task. In other words, when subjects got 55% correct discriminations in
a given task, they achieved criterion for that task and the researcher inferred that they could
discriminate the critical features of the more poetic passages.
COLLECTING AND ANALYZING DATA
BPPS Scorin&
Prior to the Controlled Misalignment intervention baseline scores of appreciation were
acquired on each subject. At various points during the intervention, subjects were probed
for appreciation. The formal measurement of appreciation required subjects to select the
best of two stanzas using the Best Poetic Passage Selection (BPPS) assessment, one of
which was an altered version of the original poem. Appendix G contains the BPPS answer
key.
If the subject selected the original poetic passage, the appreciation score on the BPPS

was one (1 ). If the altered version was chosen, the appreciation score was zero (0). These
scores were then converted to percentages. To discourage guessing, the subject was
II

II

required to explain his/her choice orally or in writing. Any explanation was acceptable,
provided it was relevant. An explanation which included discriminations in syntactic and
semantic features was encouraged.
Correct Discriminations Scorin2
A discrimination consisted of a change in poetic language, rhythm/beat, rhyme or other
word-sound trick. One (1) point was given for each correct discrimination as indicated by
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codes P, B, R, or 0. For example, if there were a total of 10 discriminations and the
subject made 9 discriminations (marked 9 codes), one of which was the incorrect code, the
percentage correct for that task was 80. Since the number of possible discriminations
varied from task to task, the recorded score was the percentage correct.
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CHAPTERN
FINDINGS
OVERVIEW

This chapter presents the results of this single-subject study that examined the effects
of the Controlled Misalignment method of instruction on high school students' poetry
appreciation. There were two treatment levels for the experiment, Graduated and Nongraduated. Each subject received both treatments according to a counterbalanced delivery
in which some subjects completed Module G/G-R (Appendix A and C) followed by
Module NG/NG-R (Appendix B and D) and other subjects completed Module NG/NG-R
followed by the Module G/G-R. Thus, each subject was his/her own comparison.
The first four subjects received the original modules, while the remaining four
received the revised modules. The main difference between the two modules was that
Module G was shortened from eleven to five tasks and Module NG was shortened from
nine to five. The modules were renamed Module G-Rand Module NG-R, signifying that
they were revised. The modules were decreased in size primarily due to time limitations.
There were no perceptible differences in results as a result of this change. In other words,
the same trends emerged for the second group of subjects as the first.
This study investigated whether the Controlled Misalignment method of instruction
shapes a set for transfer such that subjects show a post baseline poetry appreciation effect.
To test this proposition, each subject took a Best Poetic Passage Selection (BPPS)
assessment of appreciation as a baseline (pretreatment) probe and a BPPS assessment after
each instructional task (Appendix E).
Hence the research question:
1. Was there a baseline-to-posttask BPPS percentage correct appreciation score
difference?
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The study also investigated the subject's ability to discriminate the critical features that
differentiated the more poetic passages from ordinary prose passages. The research
questions for this part of the study were:
2. Since the two different instructional treatment series, graduated from near to far
transfer demand and non-graduated, were performed by each subject (i.e., each was his/her
own series comparison), and since the sequence in which the two series were applied was
counterbalanced across subjects, what were the differences in (a) the BPPS percentage
correct appreciation scores and (b) the percentage of correct discriminations for Modules
G/G-R and NG/NG-R?
3. Given the two different instructional treatment series, was there a difference
between the two in the number of practice tasks needed before subject's abilities to
discriminate critical features reached criterion (55%)?
In this chapter, the baseline-to-posttask BPPS results for all eight subjects are

presented first followed by BPPS scores for the two different instructional treatment series.
The percentage of correct discriminations for tasks in Modules G (G-R) and NG (NG-R)
for each subject appear as figures in the Percenta~e of Correct Discriminations section. If a
subject completed Module G first, that data appears first. Similarly, if a subject completed
Module NG first, that data appears first, followed by the percentage of correct
discriminations for tasks in Module G. Note that the first three subjects completed Module
G first because two subjects dropped out of the study after the first session (i.e., each of
those subjects began with Module NG). Finally, a content analysis of subjects'
spontaneous verbal responses and written responses to questions in the modules and
BPPSs is presented.
BPPS PERCENT CORRECT SCORES
Table 1 indicates that there was an average 30% increase in the percentage of correct
appreciation scores for all eight subjects, from an average 45% correct on baseline to 75%
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correct on posttask assessments. Because the ability to discriminate the best of two poetic
passages served as an indicator of appreciation, this data suggests that the Controlled
Misalignment poetry instruction did increase appreciation. Table 2 shows similar average
correct scores for Module G and Module NG, suggesting that, overall, both treatments
were equally effective in increasing appreciation. Chapter 5 offers a more detailed
interpretation of the data presented in this section.
Table 1
BPPS Percent Correct Scores for Baseline Compared to Posttask for 8 Subjects

Probe at
Baseline

Probe at
Posttask

Subject #1

60

60

Subject lf2

40

100

+60

Subject #3

20

60

+40

Subject #4

40

100

+60

Subject #5

40

80

+40

Subject #6

60

60

0

Subject tt7

40

60

+20

Subject #8

60

80

+20

Avera~e % Correct

45

75

+30

Difference
0
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Tab1e2
BPPS Percent Correct Scores for Treatment Modules for 8 Subjects. and
Percent Chanee Based on Which Mo<iule Was Received First

Probe at
ModuleG

Probe at
ModuleNG

Subject #1

67

60

-7

Subject tf2

42

40

-2

Subject #3

67

100

+33

* Subject #4

75

70

+5

Subject #5

40

60

+20

* Subject #6

60

60

0

Subject #7

60

60

0

* Subject #8

80

60

+20

Averaee % Correct

61

64

+3

Change

* Indicates receiving Module NG first followed by Module G

According to Table 1, Subjects #2 and #4 had the greatest baseline-to-posttask BPPS
score difference at +60%, from 40% baseline to 100% posttask. Table 2 shows very little
change in BPPS scores from Module G to Module NG. In both cases, BPPS scores for
Module NG were slightly lower than Module G. However, Subject #2 and #4 differ in that
Subject #4 received Module NG first followed by Module G. Consistent with the overall
results, both instructional modules seemed to be equally effective in increasing
appreciation.
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While the BPPS baseline and posttask percentage correct differs for each subject,
Table 1 shows both Subjects #3 and #5 with a 40% BPPS score increase, and Subjects #7
and #8 with a 20% BPPS score increase. Not only did posttask scores increase, but Table
2 indicates that Subjects #3 and #5 also had the greatest BPPS percent score change from
the frrst treatment to the second, and both Subjects received Module G first. Module NGs
demanding conditions may have more efficiently trained these subjects to distinguish
poetry's semantic and syntactic features, thereby enabling them to discriminate the best
poetic passages on the BPPS assessments.
Subjects #7 and #8 showed similar patterns with regard to BPPS percent correct from
baseline-to-posttask; a 20% increase (fable 1). However, they differed in that Subject #7
showed no change from Module G to Module NG, and Subject #8 showed a 20% increase
from the more demanding conditions of Module NG to Module G's less demanding
conditions (fable 2). For both these subjects, Module G seemed to trigger an increase in
appreciation scores.
Tables 1 and 2 indicate that there was no baseline-to-posttask BPPS score difference,
and a minimal BPPS score difference between the two treatment series for Subject #1. The
tables also show similar results for Subject #6: no baseline-to posttask BPPS score
difference and no change from the first treatment to the second (note that Subject #6
received Module NG frrst ). The instruction did not seem to make a difference for either of
these subjects, as BPPS scores maintained a steady 60% from baseline, through both
modules, to posttask.
Taking into consideration which modules were received frrst, Table 3 indicates that six
out of eight subjects (Subjects #2, #3, #4, #5, #7, and #8) showed increased BPPS scores
from baseline, through both modules, to posttask. Although baseline-to-posttask scores
for Subject #3 increased, there was an unusual decrease from the second module to
posttask. There was also a consistent increase in the ~verage percent correct for all eight
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subjects. These results suggest that additional practice in discriminating the variations led to
greater appreciation.
Table3
BPPS Percent Correct Scores for Baseline to Instructional Modules to Posttask
for 8 Subjects

*
*
*

Probe at
Baseline

Probe at
ModuleG

Probe at
ModuleNG

Probe at
Posttask

Subject #1

60

67

60

60

Subject lf2

40

42

40

100

Subject #3

20

67

100

60

SuQject #4

40

75

70

100

Subject #5

40

40

60

80

Subject #6

60

60

60

60

Subject #7

40

60

60

60

SuQject #8

60

80

60

80

Avera~e%

45

61

64

75

* Indicates receiving Module NG first followed by Module G
PERCENTAGE OF CORRECT DISCRIMINATIONS
As mentioned in the Qualitative Findin~s section, while subjects frequently neglected
to code a change, they occasionally discussed the variations in their responses to the
questions at the end of each task. Although the mechanics of the test might have
confounded the results, the researcher elected to not adjust discrimination scores based on
the qualitative data. Instead, where there appears to be a significant discrepancy between
the codes and the response for a given task, the res~cher makes note of it. For example,
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Module NG discrimination scores for both Subject #1 and Subject #2 would have increased
anywhere from 11 to 25 percentage points if the original scores had been adjusted to
account for written and spontaneous verbal responses.
Table4
Avera~e Percentaee of Correct Discriminations for Module G and NG Tasks for 8
Subiects. and Percent Difference at the End of Instruction Based on Which Module was
Received First

*
*
*

Probe at
ModuleG

Probe at
ModuleNG

Difference

Subject #1

35

15

-20

Subject tf2

49

29

-20

Subject #3

56

61

+5

Subject #4

62

60

+2

Subject #5

42

52

+10

Subject #6

41

28

+13

Subject #7

36

52

+16

Subject #8

67

61

+6

Overall Averaee %

49

45

+4

* Indicates receiving Module NG first followed by Module G
Table 4 shows the percentage of correct discriminations made by each of the eight
subjects for both treatment modules. It also shows whether there was an increase or
decrease in the percentage correct from the module received first to the module received
second. Table 4 indicates that six of the eight subjects increased their ability to discriminate
the changes from line to line or stanza to stanza from _the first module received to the
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second. In other words, more practice led to greater skill. On the other hand, two subjects
showed decreased ability to code the discriminations from Module G to the more complex
and lengthy Module NG. Finally, Table 4 shows a surprisingly consistent overall average
percentage of correct discriminations for both Module G and Module NG.
Figure 5 shows that Subject #1 began to make the discriminations after the third task,
and maintained this skill through Task 6. As the tasks increased in difficulty, scores
dropped from 33% to 8%. In addition, Figure 5 indicates that this subject was unable to
master the discriminations under the more demanding NG conditions. Comparing the
percentage correct for each module, it is obvious that the graduated transfer demand
procedure presented in Module G was markedly more effective than the non-graduated
strategy. This subject probably requires additional training in comparing less complex lines
and couplets before proceeding to more complex tercets and quatrains.
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As indicated in Figure 6, Subject #'2 achieved criterion as early as the third task in
Module G and then, on tasks 5 and 6, he demonstrated 100% competence in ability to
discriminate the critical features. However, like Subject #1, Subject #2s scores
dramatically decreased for tasks 8 through 12 and maintained a fairly low percentage
throughout Module NG. Once again, these results suggest that this subject was unable to
master the discriminations under more demanding conditions.

100
%

c

90

0
R

80

R

70

E

c

60

T

50
40
30
20
10
0

2 3
4
5
6
7
TASKS: MODULE G

Fi~ure

8

9

10 11

12

2 3 4 5 6 7 8
TASKS: MODULE NG

9

6. Subject #2 percentage of correct discriminations for Module G to NG tasks.

10

67
Figure 7 shows that Subject #3 achieved criterion on seven of the eleven tasks in
Module G, and six of the nine tasks in Module NG. The lowest percentage of correct
discriminations occurred in Module G on tasks 4 and 10. In both instances, it appears that
the subject was simply sloppy in coding the discriminations. As illustrated in Table 4, this
subject was one of the top three subjects in the average percentage of correct
discriminations for both Module G and NG.
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As shown in Figure 8, Subject #4 achieved criterion on six out of nine tasks in Module
NG, and eight out of eleven in Module G. It is worth noting that the percentage of correct
discriminations for the first few tasks in Module NG, which was received first, were 68,
50, and 67, while the percentages for the first few tasks in Module G were 56, 55, and 54.

In addition, scores for the last three tasks were as high or higher than the first three.
Finally, according to Table 4, the average percentage correct was 60 for Module NG and
62 for Module NG. These results indicate that Subject #4 showed some improvement with
practice, and performed equally well under both treatment conditions.
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As shown in Figure 9, Subject #5 achieved criterion on the first task in Module G-R,
and then her scores dropped to a low 19% on the last task. In Module NG-R, Subject #5s
scores made a gradual ascent from 34% to 69%, dropping slightly on the last task to 59%.
As with several other subjects, the increasing difficulty level appeared to hamper Subject
#5s ability to code the variations.
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Subject #6 had a fairly consistent pattern of percentage correct for the first treatment,
Module NG-R. However, as illustrated in Figure 10, an unusual pattern emerged in
Module G-R. He achieved 100% correct on the first task, and then the percentage correct
dropped dramatically to 12% on the last task. An explanation is offered in Chapter 5.
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Like Subject #6, Subject #7 achieved 100% from the onset of Module G-R, but as the
tasks increased in difficulty, his score dropped to a low 12% on Task 5. The second
treatment, Module NG-R, showed significant improvement, such that he achieved criterion
on the last three tasks. As shown in Table 4, overall, Subject #7 had the most improved
scores from the first treatment module to the second.
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As indicated in Table 4, Subject #8 had the highest overall average percentage of
correct discriminations for treatment Modules NG-R and G-R combined. There was
minimal variation in the scores for both modules, and she achieved criterion on all five of
the tasks in Module NG-R, and four out of five of the tasks in Module G-R. The highest
score appeared in the second treatment, Module G-R, Task 1. This is probably due to the
transition from the most difficult task in Module NG-R to the easiest task in Module G-R.
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Upon completion of the experiment the researcher compared the results of the poetry
selections with a 50% interrater agreement on the Likert Complexity Scale with those
having 75% and 100% agreement (Figures 3 and 4). No significant differences were
found with regard to the percentage of correct discriminations for each module or the BPPS
percent correct scores. In other words, the percentage of agreement had little impact on
scores for all eight subjects, including the second group of four which only received
passages with 75% or 100% agreement.
OUALITATIVE FINDINGS
The purpose of requiring subjects to respond to questions at the end of each task in the
modules, or explain their choice of best poetic passage on the BPPS, was to observe
informal indicators of poetry understanding and appreciation. Responding to questions
discouraged subjects from simply guessing the correct answer. The responses also served
a secondary purpose. Frequently, a subject neglected to mark the correct code indicating a
change from one line, or one stanza, to another. However, in analyzing the responses, it
was obvious that on many occasions, they discriminated the variations. As discussed in
the Percenta~e of Correct Discriminations section, the researcher chose to not adjust
discrimination scores based on the qualitative data.
If the researcher had adjusted discrimination scores based the qualitative data

presented in Tables 5 and 6, the percentage of correct discriminations for Subject #1 in
Module G would have increased approximately 15 points, and nearly 25 points in Module
NG (see Table 4). Scores for Subject #2 would have also increased, although not as
dramatically. The biggest change would have been an increase in the percentage correct for
Module NG from 29 to approximately 40. Scores for Subjects #3 and #7 would have
increased around 3% for Module G, and close to 8% for Module NG.
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A content analysis of subjects' spontaneous verbal responses and written responses to
questions in the modules and BPPSs is presented in this section. Seven categories of
responses emerged from the analysis; they were: clarity, rhyme, diction, rhythm/flow,
technical aspects (e.g., punctuation, meter), feeling (i.e., emotion, tone), and other.
TableS
Content Analysis of Student Responses Durin~ the BPPS Administrations

SUBJECTS/NUMBER OF RESPONSES
CATEGORY

1

2

3

4

5

6

7

8

Total

Clarity

3

8

6

5

4

3

10

4

43

Rhyme

0

2

2

3

2

0

2

2

13

Diction

12

11

8

18

6

6

12

6

79

Rhythm

6

7

13

20

8

6

8

14

82

Technical

0

0

0

0

4

0

0

4

8

Feelin~

0

0

4

0

4

0

0

6

14

Other

2

0

2

1

2

2

3

2

14

TOTAL

23

28

3~

47

3Q

17

3~

38

2~3

Table 5 indicates that responses in the rhythm and diction categories far outnumbered
those in other categories. This is not surprising since the Controlled Misalignment
instruction taught students to discriminate variations in both those areas. Many responses
were also in the clarity category, suggesting that subjects were concerned about whether the
stanzas were clear or "made sense." Although rhyme, one of the most obvious poetic
techniques, was not mentioned as often as other categories, the number of responses was
proportional with the number of poetic passages that_used rhyming techniques.
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Table6
Content Analysis of Student Responses from the Modules

SUBJECTS/NUMBER OF RESPONSES
CATEGORY

1

2

3

4

5

6

7

8

Total

Clarity

10

14

2

6

4

2

4

2

44

Rhyme

4

2

4

8

6

1

3

2

30

Diction

12

10

15

15

6

4

7

8

77

Rhythm

8

2

8

12

4

2

2

8

46

Technical

2

0

0

0

6

1

4

2

15

Feelin~

2

0

6

0

4

2

2

4

20

Other

0

4

4

2

0

0

0

0

10

TOTAL

38

32

32

43

3Q

12

22

26

242

Table 6 shows similar trends in responses to Table 5. As with responses during
BPPS Administrations, responses from the modules in the diction, rhythm, and clarity
categories were higher than other categories. Rhyme was mentioned more often, probably
because it occurred more often. Technical aspects showed a minor increase in the number
of times mentioned possibly due to increased awareness in this area following instruction.
Fewer total number of responses for Subjects #5, #6, #7, and #8 is logical considering that
the number of tasks was decreased to five in the revised modules. Overall, there was a
decrease in the total number of responses for all categories.
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CHAPTERV
DISCUSSION
INTRODUCTION
This study investigated the extent to which defining poetry as a transfer demand
would generate an effective way to teach poetry. Specifically, this study investigated the
effects of Cohen's Controlled Misalignment model of instruction (Cohen, 1995) on
eleventh- and twelfth-graders' poetry appreciation. The poetry instruction was intended to
create in learners a set for transfer, enabling them to "naturally" transfer previously learned
behaviors to increasingly misaligned stimulus conditions presented in poetry. In other
words, the researcher hypothesized that when presented with new poetic passages, learners
would expect and seek variations in semantic and syntactic features. While learning a new
word in context always requires some degree of transfer, a unique feature of poetry is that
transfer demand is stretched to the maximum. Hence, this study investigated whether the
size of transfer demand had an effect on appreciation.

In this single-subject design, eight high schoolers were sensitized to the variations in
stimulus conditions between prose samples and poetry under several variations of transfer
demand. Each variation represented a difference in the instructional pacing, allowing the
researcher to identify the most efficient way to control the transfer demand. Instruction
was designed to provide a set for, and practice in, meeting increasing transfer demands
with regard to semantic and syntactic features. Subjects were probed for appreciation upon
completion of each task during instruction. Appreciation was measured formally by
requiring students to discriminate the better of two poetic passages, one being the original
and one in which the semantics and syntax were altered. Subjects were also required to
explain their choices. The ability to recognize the aesthetic elements in the original poem
was defined as an indicator of appreciation. A content analysis of subject's responses
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served as an informal measure of effect and provided additional quantitative as well as
qualitative data.
DISCUSSION OF RESEARCH QUESTIONS
Question number one investigated whether there was a baseline-to-posttask BPPS
percentage correct score difference. In general, the answer to this question is "yes." There
was an average 30% increase in the percentage of correct scores for all eight subjects, from
an average 45% correct on baseline to 75% correct on posttask assessments. Specifically,
six out of eight subjects showed an increase in scores. Only Subjects #1 and #6 showed
no difference. The results suggest that the Controlled Misalignment method of instruction
created a set for transfer in most subjects such that they were better able to discriminate the
best of two poetic passages. As many researchers discovered, the ability to make this
discrimination is one indicator of appreciation (Abbott and Trabue, 1921; Britton, 1970;
Leopold, 1933; Speer, 1929; Williams, Winter, and Woods, 1938). In other words, this
method appears to be effective in increasing appreciation with 75% of students and does
not decrease appreciation for any students. This finding is educationally significant
because increasing appreciation is one of the most frequently articulated goals of poetry
instruction.
Question number two investigated the differences in: (a) the percentage of correct
selections on the BPPSs received during each instructional treatment and (b) the percentage
of correct discriminations for Modules G (G-R) and NG (NG-R).
As for the percentage of correct selections on the BPPSs, the similarity between the
average percent correct for Module G (61%) and Module NG (64%) suggests that, overall,
both treatments were equally effective in increasing appreciation. The implication is that the
Controlled Misalignment method was effective regardless of whether the instruction was
graduated or non-graduated. However, keeping in mind that the ability to discriminate and
code the variations in the modules also served as an in~cator of appreciation, it should be
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noted that there was more variance in the percentage of correct discriminations for Module
G than Module NG. For example, discrimination scores for Subject #1 on Module G
ranged from 67% correct to 8% correct on more difficult tasks (tasks 10 and 12), while
scores on ModuleNG ranged from 25% correct to 8% on task 5. Not only was there more
variance in scores, but in general, subjects did very well on tasks at the beginning of
Module G and poorly on those at the end. Conversely, most subjects did poorly on tasks at
the beginning of Module NG and better on those at the end. Until subjects had additional
practice with the non-graduated tasks, they were not successful in discriminating and
coding the variations. This problem seems to be related to what Cohen (1981) refers to as
far transfer demand.
Previous studies used the Controlled Misalignment model to teach various age students
to handle both near and far transfer demands in math and reading (Nolen, 1991; Boris,
1991 ). In other words, they developed a transfer habit. The results of this study suggest
that the Controlled Misalignment model was an effective strategy for teaching students to
process the peculiarities of poetic language, a transfer demand for anyone who is used to
reading ordinary prose.

It appears that additional practice trained subjects to seek and distinguish the semantic
and syntactic features of poetry, thereby enabling them to discriminate the best of two
poetic passages on the BPPS assessment of appreciation. The only exception to the above
appeared in the unusual results for Subject #3, where scores for BPPSs administered
during Module NG topped the chart at 100%, and then dropped to 60% on posttask scores.
The only explanation for this is that the subject probably correctly "guessed" a few of the
best poetic passages. The qualitative findings support this theory, as the written responses
were vague or lacked substance. A future researcher might conduct this same study for a
longer period of time to determine if there are differences in the percentage correct or
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corresponding BPPS assessments. Another option would be to use only one instructional
module: an expanded version of Module G.
Question two, part (b) investigated the percentage of correct discriminations for
Modules G and NG. Modules G and NG aside, six of the eight subjects increased their
ability to discriminate the changes from line to line or stanza to stanza from the first module
received to the second. More practice led to increased skill for most, but not all, subjects.
As mentioned in Chapter 4, because subjects frequently neglected to code a change,
but occasionally discussed the variations in their responses to the questions at the end of
each task, the percentages shown in Table 4 may not be an accurate representation of ability
to discriminate semantic and syntactic changes. There are three possible explanations for
this phenomenon: instruction was insufficient, some subjects found the process of
systematically coding changes, particularly on the more difficult Module NG tasks, to be
too tedious or time consuming, or subjects rushed through tasks as the class period drew to
a close, resulting in careless work.
Regardless of the reason, this issue suggests that subjects learned more than they
showed on the BPPS assessments. While the teaching method seems to be effective,
testing poetry appreciation still seems to be less than precise. Although the most common
means of testing appreciation has involved selecting the best poetic passage, perhaps other
methods need to be researched.
Question number three investigated the difference between the instructional treatments
in the number of practice tasks needed before the subject's abilities to discriminate critical
features reached criterion. This question could not be answered for all eight subjects
combined, as the percentage of correct discriminations fluctuated significantly. However,
the paragraphs that follow discuss any pertinent details relating to this question.
Subjects #1 and #2 were the two exceptions to the "more practice led to increased
skill" trend. Both showed an average 20% decrease in the percentage of correct
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discriminations from Module G toNG. The most obvious explanation is that these
subjects needed additional training in comparing less complex lines and couplets before
proceeding to more complex and demanding tercets and quatrains. However, it is worth
mentioning that Subject #1 was ill on the day in which she completed Module NG. Taking
illness into consideration, and the fact that she was one of the subjects who would have
shown a significant increase in discrimination scores had they been adjusted to account for
qualitative data, it is possible that Subject #1 was not thinking clearly or performing up to
her abilities. On the other hand, Subject #2 verbally announced that he dislikes reading and
complained that comparing stanzas required too much reading. Because he preferred the
shorter, simpler tasks at the beginning of Module G, perhaps he was just being lazy in
coding the changes in Module NG.
While Subject #3 achieved criterion on seven of the eleven tasks in Module G, the
lowest percentage of correct discriminations occurred on tasks 4 and 10. In both instances,
it appears that the subject was simply sloppy in coding the discriminations. For example,
she would put all the codes at the end of the line rather than above the words that changed,
or would forget to code one entire "comparison." For the most part, her written responses
indicated that she did, in fact, discriminate the variations.
Subject #4 proved to be very capable in discriminating changes, as she achieved
criterion on 75% of the tasks in both modules, including the first few. In addition, her
scores were slightly higher for Module NG, which she received first. Her participant data
sheet revealed that, although she received very little poetry instruction in school, she
"loves" reading poetry and writes poetry as a hobby. In light of the fact that she performed
better on the more demanding tasks, perhaps boredom with the simpler tasks in Module G
caused her to be sloppy in her coding. It is interesting to note that her BPPS percent
correct scores for baseline-to-posttask increased from 40 to 100. Because her scores for
BPPSs administered during instruction were above av~ge, the 40% baseline seems
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unusually low and is probably not an accurate reflection of her true baseline appreciation
score.
Like Subjects #1 and 1!2, Subjects #5 and #7 seemed to need additional practice in
discriminating variations before proceeding to more difficult tasks. In short, the increasing
difficulty level appeared to initially hamper ability to code changes. However, with
additional practice, both subjects became much more proficient at coding changes toward
the end of Module NG. Of all eight subjects, Subject #7 had the most improved scores
from the first treatment module to the second. He seemed to be committed to performing
well on the tasks, as evidenced by his erasing and rewriting, and the fact that he took
longer than any other subject to complete the modules.
An unusual pattern of results emerged for Subject #6. While scores for tasks in
Module NG, the first module received, were fairly consistent and slightly below average,
he achieved 100% on the first task in Module G, and then the percentage correct dropped
dramatically to 12% on the last task. This subject had very few written responses, and
finished the modules in a shorter amount of time than other subjects. In addition, he had
the lowest GPA of all subjects. Hence, the researcher suspects that the 100% was a
"fluke."
Subject #8 had the highest overall average percentage of correct discriminations for
both treatment modules combined. The researcher observed that, upon completion of each
task, Subject #8 systematically reviewed her work. When the instruction was first
introduced, Subject #8listened carefully and asked several questions for clarification. Her
exemplary performance may be attributed to her "good student" qualities.
So, overall, students respond to these tasks apparently the same way they respond to
all their schooling. Good students ask questions, check their work, fmish their work with
the same amount of effort as they begin their work, and so on. Weaker students tend to not
ask questions for clarification, do not check their work,_ and become more easily bored or
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frustrated with their work as time goes on. If educators seriously want all students to learn
to appreciate poetry, they need to create more opportunities for students to ask questions
and keep students motivated throughout the lesson. One way to accomplish this is through
group work. Using this same model, a future researcher could experiment using an entire
classroom and breaking students into groups for discussion.
According to the literature, discussion groups tend to elicit meaningful responses. If
this method is used, the researcher should provide immediate feedback on discriminating
and coding the variations to each group. As students become more familiar with the
Controlled Misalignment technique, they could work independently at their own pace, and
check their own work. Those subjects who have mastered the less complex tasks could
proceed on to non-graduated tasks.
DISCUSSION OF OUALITATNE FINDINGS
Seven categories of responses emerged from the analysis; they were: clarity, rhyme,
diction, rhythm/flow, technical aspects (e.g., punctuation, meter), feeling (i.e., emotion,
tone), and other. It is not surprising that responses in the diction and rhythm categories far
outnumbered those in other categories since the Controlled Misalignment instruction taught
students to discriminate variations in both those areas. Many responses were also in the
clarity category, suggesting that subjects were concerned about whether the stanzas were
clear or "made sense." Although rhyme, one of the most obvious poetic techniques, was
not mentioned as often as other categories, the number of responses was proportional with
the number of poetic passages that used rhyming techniques. Technical aspects showed a
minor increase in the number of times mentioned during the treatment modules, as opposed
to the BPPSs, possibly due to increased awareness in this area following instruction.
Fewer total number of responses for Subjects #5, #6, #7, and #8 is logical considering
that the number of tasks was reduced to five in the revised modules. Overall, during
instruction, there were fewer total number of responses for all categories. This may be
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attributed to lack of enthusiasm over writing a response which, some subjects mentioned,
is repetitive with coding the variations. Other unarticulated response techniques, such as
the semantic differential technique used by Hansson (1973) in which subjects rank ordered
questions about a given poem, could further enhance aesthetic reading of a poem.
If the researcher had adjusted discrimination scores based on qualitative data, the

percentage of correct discriminations for Subject #1 in Module G would have increased
between 15 and 25 points. This particular subject seemed to prefer written responses to
coding the changes. Scores for Subjects #2, #3, and #7 would have also increased
between 3% and 11 % because they all neglected to code several variations, but discussed
them in their written responses. There seemed to be a greater incidence of discrepancy
between the codes and responses for Module NG than Module G, probably because of the
length of the tasks in Module NG as compared with Module G; there was more opportunity
to "miscode" tasks in Module NG. A future researcher could have subjects check their
own work immediately upon completion of each task. This would ensure that some of the
same mistakes would not be repeated in subsequent tasks.
Due to limited time, the majority of responses were written. Spontaneous verbal
responses were frequently "off-task." They consisted of questions about me or comments
about their after-school activities. Many of the spontaneous verbal responses that were
"on-task" consisted of comments about their personal experience writing poetry and the
statewide poetry contest. Two of the students indicated that they write poetry on a regular
basis and both brought several samples to one of the instructional sessions for the
researcher to read.
Other qualitative findings included responses on a brief post-instruction questionnaire
(Appendix K). The purpose of the questionnaire was to determine if, in the subject's
opinion, the instruction helped them understand and/or appreciate poetry. Three of the
subjects who, on the Participant Data Sheet, indicated that they understand poetry "a little",
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felt that after the instruction, they understand poetry "a lot". On a scale of 1 - 5, with 1
being "not at all" and 5 being "a lot", the average response to the questions, "To what
extent did the Controlled Misalignment method of instruction help you understand poetry?"
and "To what extent did the Controlled Misalignment method of instruction help you to
appreciate poetry?", was 4.
What subjects liked best about the poetry instruction was reading two versions of the
same poem and comparing them. This seemed to break up the monotony involved in
coding the variations in the comparisons. With this in mind, educators who implement this
method in their classrooms could use the Best Poetic Passage Selection (BPPS) as part of
the classroom instruction. Rather than administering the BPPS before instruction and after
each task, a BPPS could be administered after every third task. Perhaps a second phase of
the instruction would involve students writing alternate versions to a poetic passage.
When asked what subjects liked least about the poetry instruction, nearly all subjects
responded with "nothing." One subject indicated that what she liked least was "trying to
explain [her] reasoning." This comment was consistent with other subject's spontaneous
verbal responses. Most subjects seemed to experience difficulty articulating how a line
changed and the implications of that change.
As discussed in Chapter II, Richards (1929) discovered several deficiencies readers
exhibited in responding to literature. In the current study, the investigator observed many
of the same problems. Many researchers have noted that articulated response tends to
focus on comprehension and frequently promotes an "efferent" as opposed to "aesthetic"
reading. Researchers and educators alike must take care to not seek articulated responses at
the expense of genuine emotional responses. On the other hand, personal preferences are
not sufficient; students must learn to judge critically. In some cases, formal criteria are
desirable toward this end. Poetry curriculums should promote good reading habits such as
making aesthetic judgments based on critical analysis.
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SUMMARY
Two insights or truths about poetry instruction were discovered in this study. The
first is that poetry instruction in American schools is severely lacking. The second is that
students who don't love or even like poetry can "learn" to appreciate it.
Traditional poetry instruction does not instruct students in the subtle and overt
differences in stimulus conditions between poetry and ordinary prose. Students are simply
expected to transfer knowledge of standard syntax and vocabulary already existing in their
repertoires to gain an understanding and appreciation of poetic language (Bryant, 1984;
Capella, 1994; Ford, 1987). American schools have been touting higher-order appreciating
outcomes for years, yet it is still perceived to be too elusive to formally measure. This
study proves that it can be measured if the stimulus conditions are carefully manipulated.
The results of this study indicate that there is promise in using the Controlled
Misalignment method of instruction to teach poetry to high school students. This method
appeared to help students develop a set for transfer such that when presented with a poetic
line or passage, they were able to discriminate the variations from ordinary prose. A trend
emerged showing that the BPPS, an appreciation indicator, increased as a result of
instruction, Module G or NG aside. The implication is that poetry appreciation can be
taught. This is contrary to current practice which emphasizes understanding or "efferent"
reading. A disturbing example of current practice is the question that Rosenblatt (1980)
discovered in an elementary reading text: "What facts does this poem teach you?"
None of the subjects mentioned receiving poetry instruction in high school, but
reported such instruction in earlier grades. Even in the earlier grades, most subjects
reported receiving less than 11 hours of formal poetry instruction. When the researcher
looked for subjects for this study, one English department chair said outright that they
don't teach poetry because, "the teachers aren't comfortable with it." Obviously, if the
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teachers don't see the value in reading poetry for appreciation, the students probably won't
either. The government report cited by McGovern (1993) confirms that this is a
widespread problem. According to the report, not only is poetry instruction inadequate and
superficial, but some English teachers are afraid to present poetry in their classrooms.
Conversely, some educators treat poetry as sacred, and impart the notion that it is only
reserved for the aesthetically enlightened. Both attitudes can be devastating in the learning
environment.
The sad truth is that most students do not enjoy reading poetry. Attitudes range from
indifference to hostility, even in honors English classes (Broersma, 1992). Many students
know nothing about rhyme schemes, the function of syntax, and the importance of diction.
Poetry is a mystery they don't care to solve. Marshall (1993) emphasizes that "young
people want an immediate experience (p.4)." They don't want to pause to dissect a poem
in order to be aesthetically moved. Although the Controlled Misalignment method of
instruction requires technical analysis, combining the instruction with selecting the best
poetic passage seemed to satisfy the need for an immediate aesthetic experience. Like
McGovern's "appreciation skills" (1993), the Controlled Misalignment method assists the
learner in clarifying his/her opinion about how well a poem is crafted and involves
identifying and interpreting form, rhyme, rhythm, and patterns of sound.
This Controlled Misalignment model could easily work in any classroom. However,
because it would involve large group instruction rather than individualized instruction, a
few adaptations would be necessary. To facilitate large group instruction, at the beginning
of instruction several example tasks could be done on an overhead projector. This would
alleviate confusion about where and when to mark the codes, especially for comparisons
consisting of more than one line. A teacher could elect to use both modules, using Module
G to start and once students have mastered discriminating between lines or couplets and
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less complex quatrains, they could graduate to Module NG. Or, tasks in Module G could
be reserved for group instruction, while tasks in Module NG are used for individual work.
It would be worthwhile to do this same study with elementary school students and
seventh and eighth graders to see if there is a difference in discrimination and appreciation
scores. In addition, further research needs to be done to investigate how many
discriminations, on the average, make an appreciator.
Educators must be careful to avoid the vaccination approach to poetry (i.e., merely
expose students to poetry, but don't let them experience it), which suggests that reading
poetry is a painful, albeit necessary, chore. Reading poetry should not be thought of as an
educational initiation rite, but rather as an aesthetically pleasing human experience. While
the Controlled Misalignment method used in this study tasks students with identifying
technical components of poetry, it is merely the first step toward appreciation. This method
allows students to see how and why techniques are used to create a piece of art as opposed
to ordinary communication. If this method were applied in high school English classes, or
better yet, the earlier grades, students might not develop a fear of or aversion to poetry and
could nurture a life-long love of poetry.
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APPENDIX A
Treatment Module Graduated (G)
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POETRY MODULE G
You probably don't rush home from school excited that you finally get to relax and
curl up on your bed with a good poetry book. You or your teachers may have avoided
poetry because of the belief that it is difficult. Not so! Poetry is simply a variation of what
you already know, speak, and read. Poets manipulate everyday language to make it more
poetic. Once you understand the variations, reading poetry will be easy and enjoyable.

*

*

*

*

1.

"Hope" is like a bird--

*

*

*

*

*

*

*

*

That is sitting deep inside of me-2.

p
B
"Hope" is the thing with feathers-p
p B
That perches in the soul--

How does couplet 2 differ from couplet 1? What changes?
In couplet 2 the words "like a bird" were changed to "the thing with
feathers," thereby changing the rhythm. The word "sitting" was changed to
"perches" and "inside of me" was changed to "in the soul" thereby using poetic
diction rather than ordinary language. The rhythm of the entire line changed as well.
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p

POETIC LANGUAGE (e.g., poetic diction, similes, metaphors)

B

RHYTHM/BEAT

R

RHYME (e.g., end rhyme, full rhyme, internal rhyme, alliteration)

0

OTHER WORD-SOUND TRICKS (i.e., you notice a change but
can't pinpoint exactly what has been altered.)

*

*

*

*

*

*

*

*

*

*

*

Poetic Diction= language which is distinct from ordinary speech, including artificial-sounding or outdated
language such as thou or hath. For example, "the whiskered vermin race" instead of "rats."
~ = a comparison of two things that are similar in some way and are indicated by some connective,
usually "like,", "as,", "than," or a verb such as "resembles." For example, "My love is like a red, red rose."
Metaphors = a statement that one thing ~ something else, which, in a literal sense, it is not. For example,
"My love is a red, red rose."
Rhythm - the regular recurrence of units of sound which can be measured by finding patterns of
stresses (meter) in lines of poetry. The beat as in music.
End or Full Rhyme = words at the end of a line which rhyme with words at the end of other lines in a
stanza.
Half or Near Rbyme =words which either the vowel sounds rhyme with another word (assonance) or the
consonant sounds rhyme with another word (consonance) within a stanza.
Internal Rhyme = two or more words which rhyme within a line.
Alliteration or Head Rhyme = the repetition of the same sound at the beginning of successive or nearby
words in the same line.
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Comparison 1

1.

2.

"Girlfriend, you're very pretty."
p
Girlfriend, you're so fair.

Comparison 2

1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

B

Comparison 3
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.
p
Girlfriend, so fair art thou.

4.

Comparison 4

1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

4.

Girlfriend, so fair art thou.

5.

So fair art thou, girlfriend.

B
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Comparison 5
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

4.

Girlfriend, so fair art thou.

5.

So fair art thou, girlfriend.
p
So fair art thou, my bonny lass

6.

Comparison 6
1.

"Girlfriend, you're very pretty."

6.

So fair art thou, my bonnie lass

How does line 6 differ from line 1? Which line is more poetic? Why?
i]ine 6 is more poeffc !han line 1 because if uses poeffc dic!ion instead of everyday language and !he rhythm
of !he line is more musical Cfor example. words such as "my bonnie lass" are more poeffc !han ''gir(friend"
and instead of simply saying ''you're prel!y" !he poe! says. 'so fair arllhou. " 9nciden!ally. conjunclfons
such as ''you're" are no! usually used in poefry, ''you are" is more common. Cf3y changing !he order of !he
words so !hal 'so fair arllhou" is allhe beginning, !he line sounds more musical

Comparison 1
1.

It is almost nighttime and the snow is falling hard

2.

The snow is falling hard as night approaches quickly

Comparison 2
1.

It is almost nighttime and the snow is falling hard

2.

The snow is falling hard as night approaches quickly

3.

The snow and night are falling quickly
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Comparison 3
1.

It is almost nighttime and the snow is falling hard

2.

The snow is falling hard as night approaches quickly

3.

The snow and night are falling quickly

4.

The snow and night are falling fast, oh so fast

Comparison 4
1.

It is almost nighttime and the snow is falling hard

2.

The snow is falling hard as night approaches quickly

3.

The snow and night are falling quickly

4.

The snow and night are falling fast, oh so fast

5.

Snow falling and night falling fast, oh, fast

Comparison 5
1.

It is almost nighttime and the snow is falling hard

5.

Snow falling and night falling fast, oh, fast

How does line 5 differ from line 1? What changed? Which is more poetic?

Comparison 1
1.

Wonderful wind, come and blow the hot air away

2.

Oh wonderful wind, blow away the heat
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Comp_arison 2
1.

Wonderful wind, come and blow the hot air away

2.

Oh wonderful wind, blow away the heat

3.

Oh wind, take away the heat

Comparison 3
1.

Wonderful wind, come and blow the hot air away

2.

Oh wonderful wind, blow away the heat

3.

Oh wind, take away the heat

4.

Oh wind, use your strength to cut the heat

Comparison 4
1.

Wonderful wind, come and blow the hot air away

2.

Oh wonderful wind, blow away the heat

3.

Oh wind, take away the heat

4.

Oh wind, use your strength to cut the heat

5.

Oh wind, rend open the heat

Comparison 5
1.

Wonderful wind, come and blow the hot air away

5.

Oh wind, rend open the heat

How does line 5 differ from line 1? What changed? Which is more poetic?
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Comparison 1

1.

My girlfriend is pretty and I love her.

2.

My love is pretty.
Comparison 2

1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

3.

My love is as pretty as a rose.
Comp__arison 3

1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

3.

My love is as pretty as a rose.

4.

My love is like a rose.
Comparison 4

1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

3.

My love is as pretty as a rose.

4.

My love is like a rose.

5.

My love is like a red, red rose
Comp__arison 5

1.

My girlfriend is pretty and I love her.

5.

My love is like a red, red rose
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How does line 5 differ from line 1? What changed? Which is more poetic?

Comparison 1
1.

My heart is burdened with remorse

2.

My heart is laden with remorse

Comparison 2
1.

My heart is burdened with remorse

2.

My heart is laden with remorse

3.

My heart is laden with rue

Comparison 3
1.

My heart is burdened with remorse

2.

My heart is laden with remorse

3.

My heart is laden with rue

4.

With rue my heart is laden

Comparison 4
1.

My heart is burdened with remorse

4.

With rue my heart is laden

How does line 4 differ from line 1? What changed? Which is more poetic?
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Comp_arison 1

1.

And take care of yourself, you are the only one I love!

2.

And take care of yourself, my only love!

Comp_arison 2

1.

And take care of yourself, you are the only one I love!

2.

And take care of yourself, my only love!

3.

And fare thee well, my only love!

Comparison 3
1.

And take care of yourself, you are the only one I love!

3.

And fare thee well, my only love!

How does line 3 differ from line 1? Which line is more poetic?

Comparison 1
1.

When the little girl died, her spirit went to Heaven,
To that big house in the sky

2.

The little girl's spirit flew to Heaven when she died
To live in that big house in the sky
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Comparison 2
1.

When the little girl died, her spirit went to Heaven,
To that big house in the sky

2.

The little girl's spirit flew to Heaven when she died
To live in that big house in the sky

3.

The little girl's spirit has flown to Heaven,
To live in that mansion in the sky

Comparison 3
1.

When the little girl died, her spirit went to Heaven,
To that big house in the sky

2.

The little girl's spirit flew to Heaven when she died
To live in that big house in the sky

3.

The little girl's spirit has flown to Heaven,
To live in that mansion in the sky

4.

One more little spirit has flown to Heaven,
To live in that mansion above

Comparison 4
1.

When the little girl died, her spirit went to Heaven,
To that big house in the sky

2.

The little girl's spirit flew to Heaven when she died
To live in that big house in the sky

3.

The little girl's spirit has flown to Heaven,
To live in that mansion in the sky

4.

One more little spirit has flown to Heaven,
To live in that mansion above

5.

One more little spirit to Heaven has flown,
To dwell in that mansion above
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Comparison 5
1.

When the little girl died, her spirit went to Heaven,
To that big house in the sky

5.

One more little spirit to Heaven has flown,
To dwell in that mansion above

How does couplet 5 differ from 1? What changed? Which is more poetic?

Comparison 1
1.

"And girlfriend, I will always love you
As long as I shall live."

2.

And girlfriend, I will still love you
As long as there is life.

Comparison 2
1.

"And girlfriend, I will always love you
As long as I shall live."

2.

And girlfriend, I will still love you
As long as there is life.

3.

And my dear, I will love thee still
While there is life.
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Comparison 3
11

1.

And girlfriend, I will always love you
As long as I shall live. 11

2.

And girlfriend, I will still love you
As long as there is life.

3.

And my dear, I will love thee still
While there is life.

4.

And I will love thee still, my dear,
While the sands o' life shall run.

Comparison 4
11

1.

And girlfriend, I will always love you
As long as I shall live. 11

4.

And I will love thee still, my dear,
While the sands o' life shall run.

How does couplet 4 differ from 1? What changed? Which is more poetic?

Com_]!_arison 1
1.

The eagle holds onto the branch wtth his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a treelimb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.
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Comparison 2
1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a treelimb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

3.

The eagle grabs the crag with his claws
Atop a mountain in this lonely land,
Surrounded by the azure world, he sits.

Comparison 3
1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a treelimb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

3.

The eagle grabs the crag with his claws
Atop a mountain in this lonely land,
Surrounded by the azure world, he sits.

4.

The eagle clasps the crag with his claws
Atop a mountain in lonely lands,
Surrounded by the azure world, he stands.
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Comparison 4
1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a treelimb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

3.

The eagle grabs the crag with his claws
Atop a mountain in this lonely land,
Surrounded by the azure world, he sits.

4.

The eagle clasps the crag with his claws
Atop a mountain in lonely lands,
Surrounded by the azure world, he stands.

5.

He clasps the crag with crooked hands
Close to the sun in lonely lands,
Ringed with the azure world, he stands.

Comparison 5
1.

The eagle holds onto the branch with his claws,
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a treelimb.

5.

He clasps the crag with crooked hands
Close to the sun in lonely lands,
Ringed with the azure world, he stands.

How does tercet 5 differ from 1? What changed? Which is more poetic?
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Coml!_arison 1
1.

Written on the side of the cardboard box
In which the wino laid, trying to stay out of the cold night air,
Were the words "Fragile: Do not crush".

2.

On the side of the cardboard box
Where the frozen wino took shelter from the cold night air,
"Fragile: Do not crush" was written.

Comparison 2
1.

Written on the side of the cardboard box
In which the wino laid, trying to stay out of the cold night air,
Were the words "Fragile: Do not crush".

2.

On the side of the cardboard box
Where the frozen wino took shelter from the cold night air,
"Fragile: Do not crush" was written.

3.

on the cardboard box
holding the frozen wino:
Fragile: Do not crush.

Comparison 3
1.

Written on the side of the cardboard box
In which the wino laid, trying to stay out of the cold night air,
Were the words "Fragile: Do not crush".

3.

on the cardboard box
holding the frozen wino:
Fragile: Do not crush.

How does tercet 3 differ from 1? What changed? Which is more poetic?
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Comparison 1
1.

When it got cold in the middle of the night
My mother would come into my bedroom
And pull the covers over me
While I was sleeping.

2.

When the night grew cold
My mother would quietly come to my bedroom
And pull the blankets up to cover my shoulders
While I lay sleeping.

Comparison 2
1.

When it got cold in the middle of the night
My mother would come into my bedroom
And pull the covers over me
While I was sleeping.

2.

When the night grew cold
My mother would quietly come to my bedroom
And pull the blankets up to cover my shoulders
While I lay sleeping.

3.

While I slept, and the night grew cold
She would come to my bedroom walking softly
And pull the blanket up to my shoulders
While I slept.
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Comparison 3
1.

When it got cold in the middle of the night
My mother would come into my bedroom
And pull the covers over me
While I was sleeping.

2.

When the night grew cold
My mother would quietly come to my bedroom
And pull the blankets up to cover my shoulders
While I lay sleeping.

3.

While I slept, and the night grew cold
She would come to my bedroom walking softly
And pull the blanket up to my shoulders
While I slept.

4.

While I slept, while I slept and the night grew colder
She would come to my bedroom stepping softly
And draw a blanket about my shoulder
While I slept.

Comparison 4
1.

When it got cold in the middle of the night
My mother would come into my bedroom
And pull the covers over me
While I was sleeping.

4.

While I slept, while I slept and the night grew colder
She would come to my bedroom stepping softly
And draw a blanket about my shoulder
While I slept.

How does quatrain 4 differ from 1? What changed? Which is more poetic?
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Comparison 1
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

2.

In this world where people are always waging wars,
In this temporary encampment,
Don't act like dumb, driven cows in a herd!
Be strong even when there is conflict or dissension!

Comparison 2
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

2.

In this world where people are always waging wars,
In this temporary encampment,
Don't act like dumb, driven cows in a herd!
Be strong even when there is conflict or dissension!

3.

In this world which resembles a field of battle,
In this temporary place we call life,

Don't be like dumb, driven cattle!
Be a hero when there is dissension!
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Comparison 3
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

2.

In this world where people are always waging wars,
In this temporary encampment,
Don't act like dumb, driven cows in a herd!
Be strong even when there is conflict or dissension!

3.

In this world which resembles a field of battle,
In this temporary place we call life,
Don't be like dumb, driven cattle!
Be a hero when there is dissension!

4.

In the world's broad field of battle,
In the bivouac of Life,
Be not like dumb, driven cattle!
Be a hero in the strife!

Comparison 4
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

4.

In the world's broad field of battle,
In the bivouac of Life,
Be not like dumb, driven cattle!
Be a hero in the strife!

How does quatrain 4 differ from 1? What changed? Which is more poetic?
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APPENDIXB
Treatment Module Non-Graduated (NG)

117

POETRY MODULE NG
You probably don't rush home from school excited that you finally get to relax and
curl up on your bed with a good poetry book. You or your teachers may have avoided
poetry because of the belief that it is difficult. Not so! Poetry is simply a variation ofwhat
you already know, speak, and read. Poets manipulate everyday language to make it more
poetic. Once you understand the variations, reading poetry will be easy and enjoyable.

*

*

*

1.

"Hope" is like a bird--

*

*

*

*

*

*

*

*

*

That is sitting deep inside of me-2.

p
B
"Hope" is the thing with feathers--

p

p

B

That perches in the soul-How does couplet 2 differ from couplet 1? What changes?
In couplet 2 the words "like a bird" were changed to "the thing with
feathers," thereby changing the rhythm The word "sitting" was changed to
"perches" and "inside of me" was changed to "in the soul" thereby using poetic
diction rather than ordinary language. The rhythm of the entire line changed as well.
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p

POETIC LANGUAGE (e.g., poetic diction, similes, metaphors)

B

RHYTHM/BEAT

R

RHYME (e.g., end rhyme, full rhyme, internal rhyme, alliteration)

0

OTHER WORD-SOUND TRICKS (i.e., you notice a change but
can't pinpoint exactly what has been altered.)

*

*

*

*

*

*

*

*

*

*

*

Poetic Diction =language which is distinct from ordinary speech, including artificial-sounding or outdated
language such as thou or hath. For example, "the whiskered vermin race" instead of "rats."
~ = a comparison of two things that are similar in some way and are indicated by some connective,
usually "like, •, "as,", "than," or a verb such as "resembles." For example, "My love is like a red, red rose."
Metaphors = a statement that one thing lli something else, which, in a literal sense, it is not. For example,
"My love is a red, red rose."
Rhythm = the regular recurrence of units of sound which can be measured by finding patterns of
stresses (meter) in lines of poetry. The beat as in music.
End or Full Rhyme = words at the end of a line which rhyme with words at the end of other lines in a
stanza.
Half or Near Rhyme= words which either the vowel sounds rhyme with another word (assonance) or the
consonant sounds rhyme with another word (consonance) within a stanza.
Internal Rhyme = two or more words which rhyme within a line.
Alliteration or Head Rhyme = the repetition of the same sound at the beginning of successive or nearby
words in the same line.
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Comparison 1
1.

2.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.
B
Find a heart as soft and kind as mine,
B
or a heart as solid, secure and free
p
In this whole world,
p
I'll give thee that heart.

Comparison 2
1.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

2.

Find a heart as soft and kind as mine,
or a heart as solid, secure and free
In this whole world,
I'll give thee that heart.
B
If a heart as soft, a heart as kind as mine,

3.

B

R

a heart as solid and free
B
You can fmd in the whole world,
R B

I'll give that heart to thee.
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Comparison 3
1.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

2.

Find a heart as soft and kind as mine,
or a heart as solid, secure and free
In this whole world,
I'll give thee that heart.

3.

If a heart as soft, a heart as kind as mine,
a heart as solid and free
You can fmd in the whole world,
I'll give that heart to thee.
B
R B
A heart as soft, a heart as kind,
p
a heart as sound and free

4.

B

P R

As in the whole world thou canst fmd,
B
That heart I'll give to thee.

Comparison 4
1.

5.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

A heart as soft, a heart as kind,
a heart as sound and free
As in the whole world thou canst fmd,
That heart I'll give to thee.

How does quatrain 6 differ from 1? Which stanza is more poetic? Why?
CJ'here are seoeral change.s which make stanza 5 more poelic !han 1. CJbe most oboious are !he rhythm and
end rhymes. 9n olanza 5, the meier is regular andprediclable. %e wordiness has been taken out/hereby
making the lines more crisp. '9Und" and "find" rhyme and "free" and "thee" rhyme. CJ3y using poelic
die/ion such as ''sound" "can.sl," and "thee, " the author !ransfonns a slalemenl or lhoughllhal might occur
in eoeryday language info poetry.
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Comparison 1
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

2.

I am going to get up now and go to Innisfree,
And build a small cabin made out of clay and sticks:
I will plant bean rows, and have a bee hive,
And I will live by myself in the open space, with the bees buzzing loudly.

Comparison 2
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

2.

I am going to get up now and go to Innisfree,
And build a small cabin made out of clay and sticks:
I will plant bean rows, and have a bee hive,
And I will live by myself in the open space, with the bees buzzing loudly.

3.

I will arise now and go to Innisfree,
And build a small cabin there, made out of clay and wattles:
I will have nine bean-rows, and a honey-bee hive,
And I will live alone in the glade, with the bees loudly buzzing.
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Comparison 3
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

2.

I am going to get up now and go to Innisfree,
And build a small cabin made out of clay and sticks:
I will plant bean rows, and have a bee hive,
And I will live by myself in the open space, with the bees buzzing loudly.

3.

I will arise now and go to Innisfree,
And build a small cabin there, made out of clay and wattles:
I will have nine bean-rows, and a honey-bee hive,
And I will live alone in the glade, with the bees loudly buzzing.

4.

I will arise and go now, and go to Innisfree,
And a small cabin build there, of clay and wattles made:
Nine bean-rows will I have there, a hive for the honey-bee,
And live alone in the bee-loud glade.

Comparison 4
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

4.

I will arise and go now, and go to Innisfree,
And a small cabin build there, of clay and wattles made:
Nine bean-rows will I have there, a hive for the honey-bee,
And live alone in the bee-loud glade.

How does quatrain 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

2.

I could compare you to a summer's day.
You are prettier and more moderate.
Rough winds shake the beautiful rose buds that bloom in Spring,
And the time for summer only lasts a short while.

Comparison 2
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

2.

I could compare you to a summer's day.
You are prettier and more moderate.
Rough winds shake the beautiful rose buds that bloom in Spring,
And the time for summer only lasts a short while.

3.

Should I compare you to a summer's day?
You are more lovely and more temperate.
Rough winds shake the darling rose buds that bloom in May,
And the time for summer is all too short.
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Comparison 3
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

2.

I could compare you to a summer's day.
You are prettier and more moderate.
Rough winds shake the beautiful rose buds that bloom in Spring,
And the time for summer only lasts a short while.

3.

Should I compare you to a summer's day?
You are more lovely and more temperate.
Rough winds shake the darling rose buds that bloom in May,
And the time for summer is all too short.

4.

Shall I compare thee to a summer's day?
Thou art more lovely and more temperate.
Rough winds do shake the darling buds of May,
And summer's lease hath all too short a date.

Comparison 4
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

4.

Shall I compare thee to a summer's day?
Thou art more lovely and more temperate.
Rough winds do shake the darling buds of May,
And summer's lease hath all too short a date.

How does quatrain 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

I think I know who owns this land.
He lives in the city.
He won't see me stop
To watch the snow fall.

2.

I think I know who owns these woods.
His house is in the city.
He won't see me stop here
To watch the snow fall in the woods.

Comparison 2
1.

I think I know who owns this land.
He lives in the city.
He won't see me stop
To watch the snow fall.

2.

I think I know who owns these woods.
His house is in the city.
He won't see me stop here
To watch the snow fall in the woods.

3.

I think I know whose woods these are.
His house is in the village;
He won't see me stopping here
To watch the snow fill up his woods.
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Comparison 3
1.

I think I know who owns this land.
He lives in the city.
He won't see me stop
To watch the snow fall.

2.

I think I know who owns these woods.
His house is in the city.
He won't see me stop here
To watch the snow fall in the woods.

3.

I think I know whose woods these are.
His house is in the village;
He won't see me stopping here
To watch the snow fill up his woods.

4.

Whose woods these are I think I know.
His house is in the village though;
He will not see me stopping here
To watch his woods fill up with snow.

Comparison 4
1.

I think I know who owns th1s land.
He lives in the city.
He won't see me stop
To watch the snow fall.

4.

Whose woods these are I think I know.
His house is in the village though;
He will not see me stopping here
To watch his woods fill up with snow.

How does quatrain 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

My dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the fire by adjusting the draft of air on the fireplace. No one said thanks.

2.

Even on Sundays my dad got up early.
He put his clothes on in the cold and dark.
His hands were cracked and ached
from working in the weekday weather.
He made the inactive fue bum. No one said thank you to him.

Comparison 2
1.

My dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the fire by adjusting the draft of air on the fireplace. No one said thanks.

2.

Even on Sundays my dad got up early.
He put his clothes on in the cold and dark.
His hands were cracked and ached
from working in the weekday weather.
He made the inactive fue bum. No one said thank you to him.

3.

Even on Sundays my father got up early
and put his clothes on in the cold and dark,
with cracked and aching hands
from work in the weekday weather he made
the inactive fire blaze. No one thanked him.
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Comparison 3
1.

My dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the frre by adjusting the draft of air on the fireplace. No one said thanks.

2.

Even on Sundays my dad got up early.
He put his clothes on in the cold and dark.
His hands were cracked and ached
from working in the weekday weather.
He made the inactive fire bum. No one said thank you to him.

3.

Even on Sundays my father got up early
and put his clothes on in the cold and dark,
with cracked and aching hands
from work in the weekday weather he made
the inactive fire blaze. No one thanked him.

4.

Sundays too my father got up early
and put his clothes on in the blueblack cold,
then with cracked hands that ached
from labor in the weekday weather made
banked frres blaze. No one ever thanked him.

Comparison 4
1.

My dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the frre by adjusting the draft of air on the fireplace. No one said thanks.

4.

Sundays too my father got up early
and put his clothes on in the blueblack cold,
then with cracked hands that ached
from labor in the weekday weather made
banked frres blaze. No one ever thanked him.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

2.

Joy might be rare,
And only experienced by a few,
However, sadness never refused to present itself
To anyone
Whether bad or good.

Comparison 2
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

2.

Joy might be rare,
And only experienced by a few,
However, sadness never refused to present itself
To anyone
Whether bad or good.

3.

Joy might be shy, rare,
And only friendly to a few
However, sorrow never refused to speak
To anyone who
Was false or true.
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Comparison 3
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

2.

Joy might be rare,
And only experienced by a few,
However, sadness never refused to present itself
To anyone
Whether bad or good.

3.

Joy might be shy, rare,
And only friendly to a few
However, sorrow never refused to speak
To anyone who
Was false or true.

4.

Joy may be shy, unique,
Friendly to a few,
Sorrow never scorned to speak
To any who
Were false or true.

Comparison 4
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

4.

Joy may be shy, unique,
Friendly to a few,
Sorrow never scorned to speak
To any who
Were false or true.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

Don't cry girl, war isn't that bad.
Just because your boyfriend threw his hands wildly up in the air
And his scared horse ran away without him,
Don't cry girl.
War isn't that bad.

2.

Don't weep girl, war isn't bad.
Because your boyfriend threw his hands wildly toward the sky
And the scared horse ran away by himself,
Don't weep girl.
War isn't bad.

Comparison 2
1.

Don't cry girl, war isn't that bad.
Just because your boyfriend threw his hands wildly up in the air
And his scared horse ran away without him,
Don't cry girl.
War isn't that bad.

2.

Don't weep girl, war isn't bad.
Because your boyfriend threw his hands wildly toward the sky
And the scared horse ran away by himself,
Don't weep girl.
War isn't bad.

3.

Don't weep, maiden, war isn't bad, it is kind.
Because your lover threw his wild hands up toward the sky
And the frightened horse ran away alone,
Don't weep maiden.
War isn't bad, it is kind.
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Comparison 3
1.

Don't cry girl, war isn't that bad.
Just because your boyfriend threw his hands wildly up in the air
And his scared horse ran away without him,
Don't cry girl.
War isn't that bad.

2.

Don't weep girl, war isn't bad.
Because your boyfriend threw his hands wildly toward the sky
And the scared horse ran away by himself,
Don't weep girl.
War isn't bad.

3.

Don't weep, maiden, war isn't bad, it is kind.
Because your lover threw his wild hands up toward the sky
And the frightened horse ran away alone,
Don't weep maiden.
War isn't bad, it is kind.

4.

Do not weep, maiden, for war is kind.
Because your lover threw wild hands toward the sky
And the affrighted steed ran on alone,
Do not weep.
War is kind.

Comparison 4
1.

Don't cry girl, war isn't that bad.
Just because your boyfriend threw his hands wildly up in the air
And his scared horse ran away without him,
Don't cry girl.
War isn't that bad.

4.

Do not weep, maiden, for war is kind.
Because your lover threw wild hands toward the sky
And the affrighted steed ran on alone,
Do not weep.
War is kind.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?

133

Comparison 1
1.

Late one gloomy night I laid on my bed exhausted, while I thought about
Interesting traditions and knowledge, now forgotten I was almost asleep when I heard a tapping sound,
like someone was knocking softly on my front door.
"It must just be one of my friends knocking on my front door," I told myself.

2.

Late one gloomy night I lay weak and weary on my bed, while I pondered
Over the interesting volume of forgotten traditions and knowledge.
I was nearly asleep when suddenly there was a tapping sound,
like someone was rapping softly on my front door.
"It's only a visitor knocking on my front door," I muttered.

Comparison 2
1.

Late one gloomy night I laid on my bed exhausted, while I thought about
Interesting traditions and knowledge, now forgotten I was almost asleep when I heard a tapping sound,
like someone was knocking softly on my front door.
"It must just be one of my friends knocking on my front door," I told myself.

2.

Late one gloomy night I lay weak and weary on my bed, while I pondered
Over the interesting volume of forgotten traditions and knowledge.
I was nearly asleep when suddenly there was a tapping sound,
like someone was rapping softly on my front door.
"It's only a visitor knocking on my front door," I muttered.

3.

Late one dreary night, while I pondered, weak and weary,
Over the many quaint and curious volume of forgotten lore I was nearly napping when suddenly there came a tapping,
As if someone was softly rapping on my front door.
"It's only a visitor," I muttered, "tapping on my front door- nothing more."
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Comparison 3
1.

Late one gloomy night I laid on my bed exhausted, while I thought about
Interesting traditions and knowledge, now forgotten I was almost asleep when I heard a tapping sound,
like someone was knocking softly on my front door.
"It must just be one of my friends knocking on my front door," I told myself.

2.

Late one gloomy night I lay weak and weary on my bed, while I pondered
Over the interesting volume of forgotten traditions and knowledge.
I was nearly asleep when suddenly there was a tapping sound,
like someone was rapping softly on my front door.
"It's only a visitor knocking on my front door," I muttered.

3.

Late one dreary night, while I pondered, weak and weary,
Over the many quaint and curious volume of forgotten lore I was nearly napping when suddenly there came a tapping,
As if someone was softly rapping on my front door.
"It's only a visitor," I muttered, "tapping on my front door - nothing more."

4.

Once upon a midnight dreary, while I pondered, weak and weary,
Over many a quaint and curious volume of forgotten lore While I nodded, nearly napping, suddenly there came a tapping,
As of someone gently rapping, rapping at my chamber door.
"Tis some visitor," I muttered, "tapping at my chamber door Only this and nothing more."

Comparison 4
1.

Late one gloomy night I laid on my bed exhausted, while I thought about
Interesting traditions and knowledge, now forgotten I was almost asleep when I heard a tapping sound,
like someone was knocking softly on my front door.
"It must just be one of my friends knocking on my front door," I told myself.

4.

Once upon a midnight dreary, while I pondered, weak and weary,
Over many a quaint and curious volume of forgotten lore While I nodded, nearly napping, suddenly there came a tapping,
As of someone gently rapping, rapping at my chamber door.
"Tis some visitor," I muttered, "tapping at my chamber doorOnly this and nothing more."

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

Don t tell me everyone,
That life is empty and only a dream! because if you sleep through life you might as well be dead,
Remember, things are not always what they seem to be.

2.

Tell me not, everyone,
That life is empty and a dream! because if your soul sleeps, it is basically dead,
And things are not always what they seem to be.

Comparison 2
1.

Don't tell me everyone,
That life is empty and only a dream!because if you sleep through life you might as well be dead,
Remember, things are not always what they seem to be.

2.

Tell me not, everyone,
That life is empty and a dream! because if your soul sleeps, it is basically dead,
And things are not always what they seem to be.

3.

Tell me not, in large numbers,
That life is an empty dream!
because the soul is dead that sleeps,
And things are not always what they seem.
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Comparison 3
1.

Don't tell me everyone,
That life is empty and only a dream! because if you sleep through life you might as well be dead,
Remember, things are not always what they seem to be.

2.

Tell me not, everyone,
That life is empty and a dream! because if your soul sleeps, it is basically dead,
And things are not always what they seem to be.

3.

Tell me not, in large numbers,
That life is an empty dream!
because the soul is dead that sleeps,
And things are not always what they seem.

4.

Tell me not, in mournful numbers,
Life is but an empty dream! for the soul is dead that slumbers,
And things are not what they seem.

Comparison 4
1.

Don't tell me everyone,
That life is empty and only a dream! because if you sleep through life you might as well be dead,
Remember, things are not always what they seem to be.

4.

Tell me not, in mournful numbers,
Life is but an empty dream! for the soul is dead that slumbers,
And things are not what they seem.

How does quatrain 4 differ from 1? Which stanza is more poetic? Why?
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1.

Every mornmg the fog rolls m
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

2.

The fog rolls in

:==========:=======::::::

=======================r====

::::==========·

quiet as a cat.
It hangs there as if it is watching
the boats and the buildings
soundlessly
and then just disappears.

Comparison 2
1.

Every morning the fog rolls in
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

2.

The fog rolls in
quiet as a cat.
It hangs there as if it is watching
the boats and the buildings
soundlessly
and then just disappears.

3.

The fog comes in
like a cat.
It sits and watches
over the harbor and the city
silently
and then disappears.
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Comparison 3
1.

Every morning the fog rolls in
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

2.

The fog rolls in
quiet as a cat.
It hangs there as if it is watching
the boats and the buildings
soundlessly
and then just disappears.

3.

The fog comes in

like a cat.
It sits and watches
over the harbor and the city
silently
and then disappears.

4.

The fog comes
on little cat feet.
It sits looking
over harbor and city
on silent haunches
and then moves on.
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Comparison 4
1.

Every morning the fog rolls in
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

4.

The fog comes
on little cat feet.
It sits looking
over harbor and city
on silent haunches
and then moves on.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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APPENDIXC

Treatment Module Graduated-Revised (G-R)
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POETRY MODULE G-R

p

POETIC LANGUAGE (e.g., poetic diction, similes, metaphors)

B

RHYTHM/BEAT

R

RHYME (e.g., end rhyme, full rhyme, internal rhyme, alliteration)

0

OTHER WORD-SOUND TRICKS (i.e., you notice a change but
can't pinpoint exactly what has been altered.)

*

*

*

*

*

*

*

*

*

*

*

Poetic Diction = language which is distinct from ordinary speech, including artificialsounding or outdated language such as thou or hath. For example, "the whiskered vermin
race" instead of "rats."
Similes = a comparison of two things that are similar in some way and are indicated by
some connective, usually "like,", "as,", "than," or a verb such as "resembles." For
example, "My love is like a red, red rose."
Metaphors = a statement that one thing is. something else, which, in a literal sense, it is not.
For example, "My love is a red, red rose."
Rhythm = the regular recurrence of units of sound which can be measured by finding
patterns of
stresses (meter) in lines of poetry. The beat as in music.
End or Full Rhyme = words at the end of a line which rhyme with words at the end of
other lines in a stanza.
Half or Near Rhyme= words which either the vowel sounds rhyme with another word
(assonance) or the consonant sounds rhyme with another word (consonance) within a
stanza.
Internal Rhyme = two or more words which rhyme within a line.
Alliteration or Head Rhyme = the repetition of the same sound at the beginning of
successive or nearby words in the same line.
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Comparison 1
1.

2.

"Girlfriend, you're very pretty."
p
Girlfriend, you're so fair.

Comparison 2
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

B

Comparison 3
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.
p
Girlfriend, so fair art thou.

4.

Comparison 4
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

4.

Girlfriend, so fair art thou.

5.

So fair art thou, girlfriend.

B
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Comparison 5
1.

"Girlfriend, you're very pretty."

2.

Girlfriend, you're so fair.

3.

Girlfriend, so fair you are.

4.

Girlfriend, so fair art thou.

s.

So fair art thou, girlfriend
p
So fair art thou, my bonny lass

6.

Comparison 6
1.

"Girlfriend, you're very pretty."

6.

So fair art thou, my bonnie lass

How does line 6 differ from line 1? Which line is more poetic? Why?
.Eine 6 is more poefic than line 1 because if uses poelic diclion instead of everyday language and the rhythm
of the line is more musical %r example, words such as "my bonnie lass" are more poelic than "girlfriend"
and instead ofsimply saying ''you're prelly" the poe! says. 'so fair arllhou." 9ncidenlally, conjunclions
such as ''you're" are no! usually used In poetry. ''you are" is more common. CJ3y changing the order ofthe
words so lha!'so fair arllhou" is allhe beginning, the line sounds more musical
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Comparison 1
1.

My heart is burdened with remorse

2.

My heart is laden with remorse

Comparison 2
1.

My heart is burdened with remorse

2.

My heart is laden with remorse

3.

My heart is laden with rue

Comparison 3
1.

My heart is burdened with remorse

2.

My heart is laden with remorse

3.

My heart is laden with rue

4.

With rue my heart is laden

Comparison 4
1.

My heart is burdened with remorse

4.

With rue my heart is laden

How does line 4 differ from line 1? What changed? Which is more poetic?
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1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

Comparison 2
1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

3.

My love is as pretty as a rose.

Comparison 3
1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

3.

My love is as pretty as a rose.

4.

My love is like a rose.

Comparison 4
1.

My girlfriend is pretty and I love her.

2.

My love is pretty.

3.

My love is as pretty as a rose.

4.

My love is like a rose.

5.

My love is like a red, red rose

Comp_arison 5
1.

My girlfriend is pretty and I love her.

5.

My love is like a red, red rose

How does line 5 differ from line 1? What changed? Which is more poetic?
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1.

Don't tell me everyone,
That life is empty and only a dream! -

2.

Tell me not, everyone,
That life is empty and a dream! -

Comparison 2
1.

Don't tell me everyone,
That life is empty and only a dream! -

2.

Tell me not, everyone,
That life is empty and a dream! -

3.

Tell me not, in large numbers,
That life is an empty dream!

Comparison 3
1.

Don't tell me everyone,
That life is empty and only a dream! -

2.

Tell me not, everyone,
That life is empty and a dream! -

3.

Tell me not, in large numbers,
That life is an empty dream!

4.

Tell me not, in mournful numbers,
Life is but an empty dream! -

Comparison 4
1.

Don't tell me everyone,
That life is empty and only a dream! -

4.

Tell me not, in mournful numbers,
Life is but an empty dream! -

How does couplet 4 differ from 1? Which is more poetic? Why?
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1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a tree limb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

Comparison 2
1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a tree limb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

3.

The eagle grabs the crag with his claws
Atop a mountain in this lonely land,
Surrounded by the azure world, he sits.

Com]J_arison 3
1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a tree limb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

3.

The eagle grabs the crag with his claws
Atop a mountain in this lonely land,
Surrounded by the azure world, he sits.

4.

The eagle clasps the crag with his claws
Atop a mountain in lonely lands,
Surrounded by the azure world, he stands.
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Comparison 4
1.

The eagle holds onto the branch with his claws
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a tree limb.

2.

The eagle grabs the branch with his claws
Alone, atop a huge mountain,
Surrounded by the clear blue sky, he sits on a limb.

3.

The eagle grabs the crag with his claws
Atop a mountain in this lonely land,
Surrounded by the azure world, he sits.

4.

The eagle clasps the crag with his claws
Atop a mountain in lonely lands,
Surrounded by the azure world, he stands.

5.

He clasps the crag with crooked hands
Close to the sun in lonely lands,
Ringed with the azure world, he stands.

Comparison 5
1.

The eagle holds onto the branch with his claws,
He is all alone on top of a huge mountain,
Surrounded by the world, he is perched on a tree limb.

5.

He clasps the crag with crooked hands
Close to the sun in lonely lands,
Ringed with the azure world, he stands.

How does tercet 5 differ from 1? What changed? Which is more poetic?
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Comparison 1
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

2.

In this world where people are always waging wars,
In this temporary encampment,
Don't act like dumb, driven cows in a herd!
Be strong even when there is conflict or dissension!

Comparison 2
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

2.

In this world where people are always waging wars,
In this temporary encampment,
Don't act like dumb, driven cows in a herd!
Be strong even when there is conflict or dissension!

3.

In this world which resembles a field of battle,

In this temporary place we call life,
Don't be like dumb, driven cattle!
Be a hero when there is dissension!
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Comparison 3
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

2.

In this world where people are always waging wars,
In this temporary encampment,
Don't act like dumb, driven cows in a herd!
Be strong even when there is conflict or dissension!

3.

In this world which resembles a field of battle,
In this temporary place we call life,
Don't be like dumb, driven cattle!
Be a hero when there is dissension!

4.

In the world's broad field of battle,
In the bivouac of Life,
Be not like dumb, driven cattle!
Be a hero in the strife!

Comparison 4
1.

In this world where people are always waging wars against their neighbors,
In this world where we live only temporarily and with little shelter,
Don't act like a dumb animal that only follows the others!
Be strong even when there is conflict or fighting!

4.

In the world's broad field of battle,
In the bivouac of Life,
Be not like dumb, driven cattle!
Be a hero in the strife!

How does quatrain 4 differ from 1? What changed? Which is more poetic?
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POETRY MODULE NG-R
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POETIC LANGUAGE (e.g., poetic diction, similes, metaphors)

B

RHYTHM/BEAT

R

RHYME (e.g., end rhyme, full rhyme, internal rhyme, alliteration)

0

OTHER WORD-SOUND TRICKS (i.e., you notice a change but
can't pinpoint exactly what has been altered.)

*

*

*

*

*

*

*

*

*

*

*

Poetic Diction = language which is distinct from ordinary speech, including artificialsounding or outdated language such as thou or hath. For example, "the whiskered vermin
race" instead of "rats."
Similes = a comparison of two things that are similar in some way and are indicated by
some connective, usually "like,", "as,", "than," or a verb such as "resembles." For
example, "My love is like a red, red rose."
Metaphors = a statement that one thing .i£ something else, which, in a literal sense, it is not.
For example, "My love is a red, red rose."
Rhythm = the regular recurrence of units of sound which can be measured by finding
patterns of
stresses (meter) in lines of poetry. The beat as in music.
End or Full Rhyme= words at the end of a line which rhyme with words at the end of
other lines in a stanza.
Half or Near Rhyme= words which either the vowel sounds rhyme with another word
(assonance) or the consonant sounds rhyme with another word (consonance) within a
stanza.
Internal Rhyme= two or more words which rhyme within a line.
Alliteration or Head Rhyme= the repetition of the same sound at the beginning of
successive or nearby words in the same line.
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Comparison 1
1.

2.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.
B
Find a heart as soft and kind as mine,

B
or a heart as solid, secure and free
p
In this whole world,
p
I'll give thee that heart.

Comparison 2
1.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

2.

Find a heart as soft and kind as mine,
or a heart as solid, secure and free
In this whole world,
I'll give thee that heart.

3.

If a heart as soft, a heart as kind as mine,
R B
a heart as solid and free
B
You can fmd in the whole world,

B

R B
I'll give that heart to thee.
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Comparison 3
1.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

2.

Find a heart as soft and kind as mine,
or a heart as solid, secure and free
In this whole world,
I'll give thee that heart.

3.

If a heart as soft, a heart as kind as mine,
a heart as solid and free
You can fmd in the whole world,
I'll give that heart to thee.

4.

A heart as soft, a heart as kind,

R B
p

a heart as sound and free
P

R

B

As in the whole world thou canst fmd,
B

That heart I'll give to thee.

Comparison 4
1.

5.

If you can fmd a heart as soft and kind as mine,
or as solid, secure and free from excess baggage
In this huge world,
I will give you that heart.

A heart as soft, a heart as kind,
a heart as sound and free
As in the whole world thou canst fmd,
That heart I'll give to thee.

How does quatrain 6 differ from 1? Which stanza is more poetic? Why?
Cfbere are seoeral changes which make stanza 5 more poefic !han 1. Cfbe most oboious are !he rhythm and
end rhymes. 9n ofanza 5, !he meter is regular andprediclable. CJbe wordiness ha.s been taken out !hereby
making the lines more crisp. '9Cfnd" and "find" rhyme and "free" and ''fhee" rhyme. Cf3y using poefic
diclion such a.s "sound" "cans!," and "thee," !he aulhor transforms a sfafemenl or lhoughllhal might occur
in eoeryday language info poetry.
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Comparison 1
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

2.

I am going to get up now and go to Innisfree,
And build a small cabin made out of clay and sticks:
I will plant bean rows, and have a bee hive,
And I will live by myself in the open space, with the bees buzzing loudly.

Comparison 2
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

2.

I am going to get up now and go to Innisfree,
And build a small cabin made out of clay and sticks:
I will plant bean rows, and have a bee hive,
And I will live by myself in the open space, with the bees buzzing loudly.

3.

I will arise now and go to Innisfree,
And build a small cabin there, made out of clay and wattles:
I will have nine bean-rows, and a honey-bee hive,
And I will live alone in the glade, with the bees loudly buzzing.
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Comparison 3
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

2.

I am going to get up now and go to Innisfree,
And build a small cabin made out of clay and sticks:
I will plant bean rows, and have a bee hive,
And I will live by myself in the open space, with the bees buzzing loudly.

3.

I will arise now and go to Innisfree,
And build a small cabin there, made out of clay and wattles:
I will have nine bean-rows, and a honey-bee hive,
And I will live alone in the glade, with the bees loudly buzzing.

4.

I will arise and go now, and go to Innis free,
And a small cabin build there, of clay and wattles made:
Nine bean-rows will I have there, a hive for the honey-bee,
And live alone in the bee-loud glade.

ComJ!_arison 4
1.

I am going to get up now and go to the Innisfree Lake Isle,
And build a small cabin the old fashioned way - made out of clay and sticks:
I will plant beans and keep bees,
And I will live by myself in the open space surrounded by woods with only the
sound of bees buzzing loudly.

4.

I will arise and go now, and go to Innisfree,
And a small cabin build there, of clay and wattles made:
Nine bean-rows will I have there, a hive for the honey-bee,
And live alone in the bee-loud glade.

How does quatrain 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

2.

I could compare you to a summer's day.
You are prettier and more moderate.
Rough winds shake the beautiful rose buds that bloom in Spring,
And the time for summer only lasts a short while.

Comparison 2
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

2.

I could compare you to a summer's day.
You are prettier and more moderate.
Rough winds shake the beautiful rose buds that bloom in Spring,
And the time for summer only lasts a short while.

3.

Should I compare you to a summer's day?
You are more lovely and more temperate.
Rough winds shake the darling rose buds that bloom in May,
And the time for summer is all too short.
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Comparison 3
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

2.

I could compare you to a summer's day.
You are prettier and more moderate.
Rough winds shake the beautiful rose buds that bloom in Spring,
And the time for summer only lasts a short while.

3.

Should I compare you to a summer's day?
You are more lovely and more temperate.
Rough winds shake the darling rose buds that bloom in May,
And the time for summer is all too short.

4.

Shall I compare thee to a summer's day?
Thou art more lovely and more temperate.
Rough winds do shake the darling buds of May,
And summer's lease hath all too short a date.

Comparison 4
1.

I could compare you to summertime.
You are prettier and not as extreme.
The rough winds at the end of Spring make the beautiful new rose buds shake,
And the beauty of summertime only lasts for a short while.

4.

Shall I compare thee to a summer's day?
Thou art more lovely and more temperate.
Rough winds do shake the darling buds of May,
And summer's lease hath all too short a date.

How does quatrain 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

Like every other day of the week, my dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the frre by adjusting the draft of air on the fireplace. No one said thanks.

2.

Even on Sundays my dad got up early.
He put his clothes on in the cold and dark.
His hands were cracked and ached
from working in the weekday weather.
He made the inactive fire bum. No one said thank you to him.

Comparison 2
1.

Like every other day of the week, my dad got up early on ~undays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the frre by adjusting the draft of air on the fireplace. No one said thanks.

2.

Even on Sundays my dad got up early.
He put his clothes on in the cold and dark.
His hands were cracked and ached
from working in the weekday weather.
He made the inactive fire bum. No one said thank you to him.

3.

Even on Sundays my father got up early
and put his clothes on in the cold and dark,
with cracked and aching hands
from work in the weekday weather he made
the inactive fire blaze. No one thanked him.
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Comparison 3
1.

Like every other day of the week, my dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the frre by adjusting the draft of air on the fireplace. No one said thanks.

2.

Even on Sundays my dad got up early.
He put his clothes on in the cold and dark.
His hands were cracked and ached
from working in the weekday weather.
He made the inactive fire bum. No one said thank you to him.

3.

Even on Sundays my father got up early
and put his clothes on in the cold and dark,
with cracked and aching hands
from work in the weekday weather he made
the inactive fire blaze. No one thanked him.

4.

Sundays too my father got up early
and put his clothes on in the blueblack cold,
then with cracked hands that ached
from labor in the weekday weather made
banked frres blaze. No one ever thanked him.

Comparison 4
1.

Like every other day of the week, my dad got up early on Sundays.
It was cold and dark when he put his clothes on.
His hands were cracked and sore
from working in the harsh weather during the week.
He started the frre by adjusting the draft of air on the fireplace. No one said thanks.

4.

Sundays too my father got up early
and put his clothes on in the blueblack cold,
then with cracked hands that ached
from labor in the weekday weather made
banked frres blaze. No one ever thanked him.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

2.

Joy might be rare,
And only experienced by a few,
However, sadness never refused to present itself
To anyone
Whether bad or good.

Comp_arison 2
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

2.

Joy might be rare,
And only experienced by a few,
However, sadness never refused to present itself
To anyone
Whether bad or good.

3.

Joy might be shy, rare,
And only friendly to a few
However, sorrow never refused to speak
To anyone who
Was false or true.
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Comparison 3
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

2.

Joy might be rare,
And only experienced by a few,
However, sadness never refused to present itself
To anyone
Whether bad or good.

3.

Joy might be shy, rare,
And only friendly to a few
However, sorrow never refused to speak
To anyone who
Was false or true.

4.

Joy may be shy, unique,
Friendly to a few,
Sorrow never scorned to speak
To any who
Were false or true.

Comparison 4
1.

The feeling of joy might be rare,
And only a few people might experience it,
However, the feeling of sadness never refused to present itself
To anyone, anywhere
Regardless of whether they were bad or good.

4.

Joy may be shy, unique,
Friendly to a few,
Sorrow never scorned to speak
To any who
Were false or true.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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Comparison 1
1.

Every mommg the tog rolls m
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

2.

The fog rolls in
quiet as a cat.

It hangs there as if it is watching
the boats and the buildings
soundlessly
and then just disappears.

Comparison 2
1.

Every morning the fog rolls in
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

2.

The fog rolls in
quiet as a cat.
It hangs there as if it is watching
the boats and the buildings
soundlessly
and then just disappears.

3.

The fog comes in
like a cat.
It sits and watches
over the harbor and the city
silently
and then disappears.
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Comparison 3
1.

Every morning the fog rolls in
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

2.

The fog rolls in
quiet as a cat.
It hangs there as if it is watching
the boats and the buildings
soundlessly
and then just disappears.

3.

The fog comes in

like a cat.
It sits and watches
over the harbor and the city
silently
and then disappears.

4.

The fog comes
on little cat feet.

It sits looking
over harbor and city
on silent haunches
and then moves on.
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Comparison 4
1.

Every morning the fog rolls in
very quietly
The fog hangs there
over the water and the land
without making a sound
and then just goes away.

4.

The fog comes
on little cat feet.

It sits looking
over harbor and city
on silent haunches
and then moves on.

How does stanza 4 differ from 1? Which stanza is more poetic? Why?
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I heard a Fly buzz - when I died The stillness in the Room
Was like the Stillness in the AirBetween the Heaves of Storm -

A

When I died, I heard a Fly buzz The Room was still
It was like the stillness in the Air In-between the Heaves of Storm -

B
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It dropped so low - in my Regard -

A

I heard it hit the Ground And go to pieces on the Stones
At bottom of my Mind Yet blamed the Fate that flung it -less
Than I denounced Myself,
For entertaining Plated Wares
Upon My Silver Shelf-

In my opinion - it dropped so low -

I could almost hear it hit the Ground And break into pieces
At the bottom of my Mind I blamed the Fate that caused it to fall - less
Than I denounced Myself,
For entertaining Glassware
On My Silver Shelf-

B

169

What happens to a dream deferred?
Does it dry up
like a raisin in the sun?
Or fester like a sore -And then run?
Does it stink like rotten meat?
Or crust and sugar over -like a syrupy sweet?

A

Maybe it just sags like a heavy load.
Or does it explode?

What happens to a dream deferred?
Does it shrivel up
like a raisin in the sun?
Or does it fester like a sore -And then run?
Is the stench like rotten meat?
Or is there a sugary crust -syrupy sweet?
Does it sag like a heavy load?
Or explode?

B
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The wayfarer,
Seeing the pathway to the truth,
With astonishment was struck.
It was thickly grown over with weeds.
"Ha," said he,
"I can see that no one has passed through here
In a very long time."
Later he noticed that each weed
Was like a singular knife.
"Well," he mumbled at last
"Doubtless there are other roads to travel."

A

The wayfarer,
Perceiving the pathway to truth,
Was struck with astonishment.
It was thickly grown with weeds.
"Ha," he said,
"I see that no one has passed here
In a long time."
Later he saw that each weed
Was a singular knife.
"Well," he mumbled at last,
"Doubtless there are other roads."

B
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The whiskey on your breath
Could make a small boy dizzy;
But I hung on like death:
Such waltzing was not easy.

A

We romped until the pans
Slid from the kitchen shelf;
My mother's countenance
Could not unfrown itself.
The hand that held my wrist
Was battered on one knuckle;
At every step you missed
My right ear scraped a buckle.
You beat time on my head
With a palm caked hard by dirt,
Then waltzed me off to bed
Still clinging to your shirt.

The stench of whiskey on your breath
made a small boy dizzy;
But I held on tightly like death
For such waltzing was not easy.
We romped until the pans
Slid off the kitchen shelf;
My mother's countenance
Did not unfrown itself.
Your hand that held my wrist
Was bruised and battered on one knuckle;
Every time a step was missed
My right ear scraped your buckle.
You beat time on my head
With your fingernails caked full with dirt,
And then you waltzed me off to bed
Still clinging onto your shirt.
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I was angry with my friend:
When I told my wrath, it did end.
I was angry with my foe:
I didn't tell, my wrath did grow.

A

I waterd my anger in fears,
Dawn and dusk with my tears;
I sunned my anger with deceiving smiles,
And soft deceitful wiles.
My anger grew both day and night,
As it bore an apple bright;
My foe beheld as it did shine,
For he knew that it was mine,
Into may garden he did steal
As the darkness beild the pole;
In the day light glad to see
My foe stretched out beneath the tree.

I was angry with my friend:
I told my wrath, my wrath did end.
I was angry with my foe:
I told it not, my wrath did grow.
And I waterd it in fears,
Night & morning with my tears;
And I sunned it with smiles,
And with soft deceitful wiles.
And it grew both day and night,
Till it bore an apple bright;
And my foe beheld it shine,
And he knew that it was mine,
And into my garden stole
When the night had veild the pole;
In the morning glad I see
My foe outstretchd beneath the tree.
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Tell me not, in mournful numbers,
life is but an empty dream! for the soul is dead that slumbers,
And things are not what they seem.

A

Life is real! life is earnest!
And the grave is not its goal;
Dust thou art, to dust retumest,
Was not spoken of the soul.
Not enjoyment, and not sorrow,
Is our destined end or way;
But to act, that each tomorrow
Finds us farther than today.

Don't tell me in mournful numbers,
That life is but an empty dream! The soul will die that slumbers,
For things aren't what they seem.
Life is real and life is earnest!
The grave is not the goal;
Dust thou art and dust retumest,
Not spoken of the soul.
Neither happiness nor sorrow,
Is our destined end or way;
But to act such that each tomorrow
Finds us farther than we are today.
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Beneath him the wrinkled sea crawls;
As he watches from his majestic mountain walls,
Then, like a thunderbolt, he falls.

A

The wrinkled sea beneath him crawls;
He watches from his mountain walls,
And like a thunderbolt he falls.

B

175

When a friend calls my name from the road
Slowing his horse to a purposeful walk,
I don't stand still where I am and look around
Over all the hills that I haven't been hoed,
And shout, "What is it?"
No, not as there is opportunity to talk.
I thrust my hoe into the soft mellow ground,
Five feet tall, with the blade-end up,
and plod: I walk up to the wall made of stone
For a visit with my friend.

A

When a friend calls to me from the road
And slows his horse to a meaning walk,
I don't stand still and look around
On all the hills I haven't hoed,
And shout from where I am, "What is it?"
No, not as there is a time to talk.
I thrust my hoe in the mellow ground,
Blade-end up and five feet tall,
and plod: I go up to the stone wall
For a friendly visit.
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Razors cause pain;
Rivers are damp;
Acids stain;
Drugs cause cramps.
Guns aren't lawful;
Nooses give;
Gas smells awful;
I guess we might as well live.

A

Razors pain you;
Rivers are damp;
Acids stain you;
And drugs cause cramp.
Guns aren't lawful;
Nooses give;
Gas smells awful;
You might as well live.
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Whenever Richard Cory went down town,
We people on the pavement looked at him:
He was a gentleman from sole to crown,
Clean favored, and imperially slim.

A

And he was always quietly arrayed,
And he was always human when he talked;
But still he fluttered pulses when he said,
"Good-morning," and he glittered when he walked.
And he was rich--yes, richer than a king-And admirably schooled in every grace:
In fme, we thought that he was everything
To make us wish that we were in his place.
So on we worked, and waited for the light,
And went without the meat, and cursed the bread;
And Richard Cory, one calm summer night,
Went home and put a bullet through his head.

When Richard Cory went to town,
The people looked at him:
He was a gentleman from feet to crown,
Clean and imperially slim.
He was quietly arrayed,
And always human when he talked;
But pulses fluttered when he said,
"Good morning," and when he walked he glittered.
Yes, he was richer than a king -And he had been admirably schooled in every grace:
In fme, we thought he had everything
And we wished that we were in his place.
So we worked on, waiting for the light,
We went without eating meat, and cursed the bread;
And Richard Cory, one calm night,
Went home and shot himself in his head.
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The spring lingers on
In the scent of a damp log
Rotting in the sun

A

Spring lingers
In the scent of a damp log
Rotting in the sunshine
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So fast the crow flew
His lonely caw
Was left behind in the fields

A

The crow flew so fast
That he left his lonely caw
Behind in the fields
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My heart leapt when I beheld
A rainbow in the sky:
And so it was when my life began;
And so it is now that I am a man;
And so will it be when I grow old,
Or let me die!
The Child is the father of men;
I wish my days were
Bound to each by natural piety.

A

My heart leaps up when I behold
A rainbow in the sky:
So was it when my life began;
So is it now I am a man;
So be it when I shall grow old,
Or let me die!
The Child is father of the Man;
And I could wish my days to be
Bound each to each by natural piety.
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The grocer's children
eat day-old bread,
moldy cakes and cheese,
soft black bananas
on stale shredded wheat,
weeviled rice, their plates
heaped high with wilted
greens, bruised fruit,
surprise treats
from unlabeled cans,
tainted meat.
The grocer's children
never go hungry.

A

The grocer's children eat
day-old bread,
moldy cakes and green cheese,
rancid black bananas on
stale shredded wheat,
rice with weevils, their plates are
heaped high with wilted greens,
bruised fruit,
surprise treats from
taken from unlabled cans, and
tainted meat.
The grocer's children
never go hungry.
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My mistress' eyes are nothing like the sun;
Coral is far more red than her lips are red;
If snow be white, then her breasts be dun;
If hair resembles wire, then black wires grow on her head.
If roses are damasked red and white,
No such roses see I in her cheeks;
In perfume there is more delight
Than in the breath that from my mistress reeks.
Although I love to hear her speak, but I well know
That music hath far more pleasing sound;
I grant that never I saw a goddess go;
When my mistress walks, she treads on the ground.
Yet, by heaven, I think my love is as rare
As any belied she with false compare.

A

My mistress' eyes are nothing like the sun;
Coral is far more red than her lips red;
If snow be white, why then her breasts are dun;
If hairs be wires, black wires grow on her head.
I have seen roses damasked red and white,
But no such roses see I in her cheeks;
And in some perfumes is there more delight
Than in the breath that from my mistress reeks.
I love to hear her speak, yet well I know
That music hath a far more pleasing sound;
I grant I never saw a goddess go;
My mistress, when she walks, treads on the ground.
And yet, by heaven, I think my love as rare
As any she belied with false compare.
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I know what the caged bird feels, alas!
When the sun is bright on the upland slopes;
When the wind stirs soft through the
springing grass,
And the river flows like a stream of glass;
When the first bird sings and the first bud opens,
And the faint perfume from its chalice steals--! know what the caged bird feels!
I know why the caged bird beats his wing
Till its blood is red on the cruel bars;
For he must fly back to his perch and cling
When he fain would be on the bough a-swing;
And a pain still throbs in the old, old scars
And they pulse again with a keener sting--! know why he beats his wing!

I know why the caged bird sings, ah me,
When his wing is bruised and his bosom sore--When he beats his bars and he would be free;
It is not a carol of joy or glee,
But a prayer that he sends from his heart's
deep core,
But a plea that upward to Heaven he flings--! know why the caged bird sings!
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I think I know what the caged bird feels, alas!
When the bright sun is on the mountain slopes;
When the wind softly stirs through the spring grass,
And the river begins to flow like a stream of glass;
And when the first bird starts to sing and the first bud opens,
The faint perfume from its chalice steals--I think I know what the caged bird feels!
I think I know why the caged bird sits beating his wings
Till red blood is on the cruel bars;
For he must fly to his perch and cling
When he fain was on the bough a-swing;
A pain still throbs in the old scars
And they pulse with a keener sting--I think I know why he beats his wings!
I think I know why the caged bird sings, ah me,
Even though his wing is bruised and his boson is sore--When he beats his bars and would be free;
It is not a song of joy or glee,
Rather it is a prayer sent from his heart's deepest core,
But a plea to heaven he flings--I think I know why the caged bird sings!
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alot depends
upon

A

the red
wheelbarrow
glazed with
rain water
sitting beside
the white chickens.

so much depends
upon
a red wheel
barrow
glazed with rain
water
beside the white
chickens.
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To see a world in a grain of sand
And heaven in a wild flower,
Hold infinity in the palm of your hand
An eternity in an hour.

A

To see the world in a tiny grain of sand
And a touch of heaven in a wild flower,
To hold infinity in the palm of your hand
And eternity in an hour.
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I didn't know that she'd take it so,
If I had I'd never dared;
Even though the bliss was worth the blow,
I didn't know that she'd take it so.
She stood underneath the mistletoe
For so long, I thought she cared;
I didn't know she'd take it so,
Or else I would've never dared.

A

I did not know she'd take it so,
Or else I'd never dared;
Although the bliss was worth the blow,
I did not know she'd take it so.
She stood beneath the mistletoe
So long I thought she cared;
I did not know she'd take it so,
Or else I'd never dared.
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We real cool. We
Left school. We

A

Lurk late. We
Strike straight. We
Sing sin. We
Thin gin. We
Jazz June. We
Die soon.

We real cool. We
Left school.
We lurk late. We
Strike straight.
We sing sin. We
Thin gin.
WejazzJune. We
Die soon.
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When I heard the learn'd astronomer,
When the proofs, the figures, were ranged in columns before me,
When I was shown the charts and diagrams, to add, divide, and measure them,
When I sitting heard the astronomer where he lectured with much applause in
the lecture-room,
How soon unaccountable I became tired and sick,
Till rising and gliding out I wander'd off by myself,
In the mystical moist night air, and from time to time,
Look'd up in perfect silence at the stars.

A

As I listened to the learn'd astronomer,
And observed the proofs and figures ranged in columns before me,
I was shown charts and diagrams on how to measure them,
I sat listening to the astronomer in the lecture-room with much applause,
How soon unaccountable I became tired and sick,
I rose, glided out, and wander'd off by myself,
Into the moist mystical night air
And from time to time, I look'd up at the stars in perfect silence.
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Two roads diverged in a yellow wood,
And sorry I could not travel both
And be one traveler, long I stood
And looked down one as far as I could
To where it bent in the undergrowth;
Then took the other, as just as fair,
And having perhaps the better claim;
Because it was grassy and wanted wear;
Though as for that the passing there
Had worn them really about the same,
And both that morning equally lay
In leaves no step had trodden black.
Oh, I kept the first for another day!
Yet knowing how way leads on to way,
I doubted if I should ever come back.
I shall be telling this with a sigh
Somewhere ages and ages hence:
Two roads diverged in a wood, and I -I took the one less traveled by,
And that has made all the difference.

A
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The two roads forked in a yellow wood,
I was sorry I could not travel on both
And I being only one traveler, stood
And looked as far as I could
To where the road bent in the undergrowth;
Then I took the other because it was just as fair,
Perhaps it had the better claim;
Because it was grassy and needed wear;
Although after passing there
Both were worn about the same,
And that morning both equally lay
In leaves where none had trodden black.
Oh, I decided to keep the first for another day!
Yet now I know how one way leads to another way,
I doubted that I would ever come back.
I will be telling this with a sign
For somewhere long ago:
Two roads forked in a yellow wood, and I-Took the one that had been less traveled by,
And that has made all the difference.
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Driving along the concrete artery,
Moving away from the smoky heart,
Through the darkening, blighted body,
Pausing only at the varicose veins,
The white man locks the sedan's doors,
And speeds toward the white corpuscles
contained in the white arms
hugging the black city.

A

Driving down the concrete artery,
Away from the smoky heart,
Through the darkening, blighted body,
Pausing at varicose veins,
The white man pressed the locks on all the sedan's doors,
Sped toward the white corpuscles
in the white arms
hugging the black city.
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My dog lay dead five days without a grave
In the thick of summer, hid in a clump of pine
And a jungle of grass and honeysuckle-vine.
I who had loved him while he kept alive
Went only close enough to where he was to sniff the heavy honeysuckle-smell
Twined with another odor heavier still
And hear the flies' intolerable buzz.
Well, I was ten and very much afraid.
In my kind world the dead were out of range
And I could not forgive the sad or strange
In beast or man. My father took the spade
And buried him. Last night I saw the grass
Slowly divide (it was the same scene
But now it glowed a fierce and mortal green)
And saw the dog emerging. I confess
I felt afraid again, but still he came
In the carnal sun, clothed in a hymn of flies,
And death was breeding in his lively eyes.
I started in to cry and call his name,
Asking forgiveness of his tongueless head.
.. .I dreamt the past was never past dedeeming:
But whether this was false or honest dreaming
I beg death's pardon now. And mourn the dead.

A
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My dog was dead for five days without a grave
In the middle of summer, he was hid in a needles of pine
And a grass jungle and a honeysuckle-vine.
I loved him while he was kept alive
Now I went only close enough
To smell the honeysuckle
Intertwined with another odor which was heavier still
And hear the intolerable buzz from the flies.
Well, I was only ten and was very much afraid.
In my happy world those who died were out of range
I could not forgive the sad or strange
In animal or man. My father took the spade
And buried him in a grave. Last night I thought I saw
Grass dividing (it was the same scene
Though now the color glowed a fierce and mortal green)
And I saw the dog emerge, I must confess
I was afraid again, but he still came
In the carnal sun, dressed in a hymn of flies,
And I saw death breeding in his lively eyes.
I started to cry again and call his name,
To ask forgiveness from his tongueless head .
.. .I dreamt that the past was not past redeeming:
Whether this was true or false dreaming
I now bed death's pardon and I mourn the dead.
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I wandered lonely as a cloud
Floating high o'er the vales and hills,
When suddenly, I saw a crowd,
A host, of golden daffodils,
'Longside the lake, beneath the trees,
Fluttering 'round, dancing in the breeze.
As plentiful as the stars that shine
and twinkle on the milky way,
Outstretched in a never-ending line
Along the border of the bay:
Ten thousand saw I at first glance,
Bobbing their heads in a sprightly dance.
The waves beside them also danced; but they
Out-did the sparkling waves in glee;
A poet could not be but gay,
In such jocund company;
I gazed-- and gazed-- but had little thought
Of what wealth to me the show had brought:
For oft, when on my couch I lie
In a vacant or pensive mood,
They flash upon my inward eye
The bliss of solitude;
And then my heart with pleasure fills,
With thoughts of dancing daffodils.
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I wandered lonely as a cloud
That floats on high o'er vales and hills,
When all at once I saw a crowd,
A host, of golden daffodils,
Beside the lake, beneath the trees,
Fluttering and dancing in the breeze.
Continuous as the stars that shine
And twinkle on the milky way,
They stretched in never-ending line
Along the margin of a bay:
Ten thousand saw I at a glance,
Tossing their heads in sprightly dance.
The waves beside them danced; but they
Out-did the sparkling waves in glee;
A poet could not but be gay,
In such a jocund company;
I gazed--and gazed--but little thought
What wealth the show to me had brought:
For oft, when on my couch I lie
In vacant or in pensive mood,
They flash upon that inward eye
Which is the bliss of solitude;
And then my heart with pleasure fills,
And dances with the daffodils.
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The buzz-saw snarled and rattled in the yard
And made dust and dropped stove-length sticks of wood'
Sweet-scented stuff when the breeze drew across it.
And from there those that lifted eyes could count
Five mountain ranges one behind the other
Under the sunset far into Vermont.
And the saw snarled and rattled, snarled and rattled,
As it ran light, or had to bear a load.
And nothing happened: day was all but done.
Call it a day, I wish they might have said
To please the boy by giving him the half hour
That a boy counts so much when saved from work.
His sister stood beside them in her apron
To tell them "Supper." At the word, the saw,
As if to prove saws knew what supper meant,
Leaped out at the boy's hand, or seemed to leap--He must have given the hand. However it was,
Neither refused the meeting. But the hand!
The boy's frrst outcry was a rueful laugh,
As he swung toward them holding up the hand
Half in appeal, but half as if to keep
The life from spilling. Then the boy saw all--Since he was old enough to know, big boy
Doing a man's work, though a child at heart--He saw all spoiled. "Don't let him cut my hand off--The doctor, when he comes. Don't let him, sister!"
So. But the hand was gone already.
The doctor put him in the dark of ether.
He lay and puffed his lips out with his breath.
And then---the watcher at his pulse took fright.
No one believed. They listened at his heart.
Little---less---nothing!---and that ended it.
No more to build on there. And they, since they
Were not the one dead, turned to their affairs.
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In the yard the buzz-saw made snarling and rattling sounds
It made dust and stropped sticks of wood for the stove
There was a sweet scented smell as the wind blew by.
From this spot if eyes were lifted one could count
Five mountain ranges in a row
Beneath the Vermont sunset.
The saw kept right on snarling and rattling,
With light and heavy loads.
The day was nearly done: nothing had happened.
I wish they might have said, call it a day
Giving the boy the pleasure of the half an hour
Saved from work that a boy counts on so much.
In her apron his sister stood nearby
To tell them "Supper's ready." But at her words, the saw,
Appearing to prove that saws knew what supper meant,
Leapt out toward the boy's hand--He must have given it his hand. However it happened,
Neither the hand or saw refused the meeting. But the hand!
At first, the boy's outcry sounded like a rueful laugh,
As he swung around to face them, he held up the hand
Half as an appeal for help, and half as if to keep
The blood from spilling. Then the boy saw it all--Since he was a big boy, old enough to know,
He did a man's work although he was a child at heart--He saw it all spoiled. "Don't let the doctor cut my hand off--When he comes. Sister, don't let him!"
So. But the hand was already gone.
The doctor put him under the dark of ether.
He simply lay there and puffed his lips out with his breath.
Suddenly---the person watching his pulse took fright.
They all listened to his heart, not believing.
Little---less---and then nothing! and that was the end.
No more to build on. And since they
Were not the one lying there dead, they turned to their own affairs.
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By day the bat is cousin to the mouse.
He likes the attic of an aging house.

A

His fingers make a hat about his head.
His pulse beat is so slow we think him dead.
He loops in crazy figures half the night
Among the trees that face the comer light.
But when he brushes up against a screen,
We are afraid of what our eyes have seen:
For something is amiss or out of place
When mice with wings can wear a human face.

By day, the bat is cousin to the mouse
Spending time in the attic of an aging house.
His wings make a hat about his head.
And the beat of his pulse is so slow we might think him dead.
He flies in crazy loops half the night
Among the trees facing the comer light.
But when the bat brushes up against our screen,
We're are all afraid of what our eyes have seen:
For something is amiss and out of place
When mice with wings seemingly wear a human face.
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If you bid me to weep, I will weep
As long as I have eyes to see:
And if I have none, I will still keep
A heart and soul to weep for thee.

A

If you bid me to despair, then I will despair,
Under a lonely cypress tree:
If you bid me to die, then I will dare
E'en Death, I would die for thee.
You my life, my love and my heart,
Thou art the very eyes of me,
And thou hast command of my every part,
To live or die for thee.

Bid me to weep, and I will weep
While I have eyes to see:
And having none, yet I will keep
A heart to weep for thee.
Bid me despair, and I'll despair,
Under that cypress tree:
Or bid me die, and I will dare
E'en Death, to die for thee.
Thou art my life, my love, my heart,
The very eyes of me,
And hast command of every part,
To live and die for thee.
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October at last has come! The thicket has shaken
The last leaf lingering down from the naked branch.
Autumn is breathing cold, the road is frozen The brook still runs with a murmur behind the mill,
But the pond is still; my neighbor is up and away
With a hunt, away to the farthest dreaming field,
Where the winter wheat will suffer from his mad sport,
And the bark of dogs will startle the forest oaks.

A

It is my time now! I never could love the spring,
The dragging thaw, the mud, the stench- I am sick
In spring: my blood's astray, my mind is oppressed
With a yearning pain. Winter is better for me.
I love the serious snow-fields under the moon!
How the light run of the sled is swift and free,
And the warm hand of a love down under the sables warm!...

October has come at last! The thicket has shaken
The leaves that lingered down from the now naked branch.
Autumn brings in the cold, the road is frozen The brook behind the mill still runs with only a murmur,
The pond is still; my neighbor has gone
Hunting, in the farthest dreaming field,
Where the winter wheat will be damaged from his mad sport,
And the dogs barking will startle the forest oaks.
It is my time now! I have never loved the spring,
The thaw drags on, the mud, the smell - I am forever sick
In spring: my circulation is bad, my mind is oppressed
With a yearning pain. Winter is my favorite.
I love the snow-fields under the moon!
I love how the light run of my sled is swift and free,
And I love how the warm hand of a love down under the sables warm!
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The ills I sorrow at
Not mine alone
Like an arrow,
Pierce to the marrow,
Through the fat
And past the bone.
Your grief and mine
Must intertwine
Like sea and river,
Be fused and mingle,
Diverse yet single,
Forever and forever.
Let no man be so proud

And confident,
To think he is allowed
A little tent
Pitched in a meadow
Of sun and shadow
All his little own.
Joy may be shy, unique,
Friendly to a few,
Sorrow never scorned to speak
To any who
Were false or true.
Your every grief
Like a blade
Shining and unsheathed
Must strike me down.
Of bitter aloes wreathed,
My sorrow must be laid
On your head like a crown.
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The ills I sorrow at
Are not mine alone
Like an arrow,
They pierce to the marrow,
Under the fat
And through the bone.
Your grief and mine
Are intertwined
Like the sea and river,
Fused and mingled,
Diverse yet single,
Forever and forever.
Let no man be so proud
And confident,
Thinking he is allowed
A tent
Pitched in a meadow
In the sun and shadow
All his very own.
Joy may be timid, unique,
Friendly to few,
But sorrow never scorned to speak
To all who
Were false or true.
Your every grief
Like a blade
Sharp, shining and unsheathed
Shall strike me down.
Bitter aloes wreathed
All my sorrows shall be laid
Like a crown upon your head.
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Something told the wild geese
It was time to go.
Though the fields lay golden
Something whispered,- "Snow."
Leaves were green and stirring,
Berries, luster-glossed,
But beneath warm feathers
Something cautioned, - "Frost."
All the sagging orchards
Steamed with amber spice,
But each wild breast stiffened
At remembered ice.
Something told the wild geese
It was time to fly, Summer sun was on their wings,
Winter in their cry.

A

Something told the wild geese
"It's time to go."
Even though the fields were golden
Something gently whispered, - "Snow."
The leaves were green and stirring,
The Berries were luster-glossed,
But underneath the warm feathers
Something seemed to caution, - "Frost."
Although the sagging orchards
Seemed to steam with amber spice,
Each wild breast almost stiffed
Remembering the ice.
Something told the wild geese
"It's time to fly,"
Summer sunshine is on their wings,
And winter is in their cry.

B
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"Is there anybody there?" said the Traveler,
Knocking on the moonlit door;
And his horse in the silence chomped the grasses
Of the forest's ferny floor:
And a bird flew up out of the turret,
Above the Traveler's head:
And he smote upon the door again a second time;
"Is there anybody there?" he said.
But no one descended to the Traveler;
No head from the leaf-fringed sill
Leaned over and looked into his gray eyes,
Where he stood perplexed and still.
But only a host of phantom listeners
That dwelt in the lone house then
Stood listening in the quiet of the moonlight
To that voice from the world of men:
Stood thronging the faint moonbeams on the dark stair,
That goes down to the empty hall,
Hearkening in an air stirred and shaken
By the lonely Traveler's call.
And he felt in his heart their strangeness,
Their stillness answering his cry,
While his horse moved, cropping the dark turf,
'Neath the starred and leafy sky;
For he suddenly smote on the door, even
Louder, and lifted his head: "Tell them I came, and no one answered,
That I kept my word," he said.
Never the least stir made the listeners,
.
Though every word he spake .
Fell echoing through the shadowmess of the still house
From the one man left awake:
Ay, they heard his ~oot upon the stirrup,
And the sound of rron on stone,
And how the silence surged softly backward,
When the plunging hoofs were gone.

A
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EXAMPLE

BPPS RESPONSE SHEET
MODULE G
Indicate your choice of the BEST POETIC PASSAGE by circling A orB for each set of
poetic passages. Briefly explain your choice verbally to the instructor or in writing.

1.

A

B

Explain:

2.

A

B

Explain:

3.

A

B

Explain:

4.

A

B

Explain:

5.

A

B

Explain:

6.

A

B

Explain:

7.

A

B

Explain:

8.

A

B

Explain:

9

A

B

Explain:

10.

A

B

Explain:

11.

A

B

Explain:

12.

A

B

Explain:

208

APPENDIXG
BPPS Answer Key

209

BPPS ANSWER KEY
BASELINE

1.

2.
3.
4.
5.

A
A
B
B
B

POST-TASK

1.

2.
3.
4.
5.

B
A
A
A
A

MODUJEG
1.

2.
3.
4.
5.
6.
7.

8.
9.
10.
11.
12.

A
A
B
B
A
B
B
A
A
B
A
A

MODULENG
1.

2.
3.
4.
5.
6.
7.

8.
9.
10.

A
A
A
B
A
A
B
B
A
A
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Oct. 10, 1996
Dear Student:
Hello! My name is Kelli McCrea. I am a student at the University of San Francisco
pursuing an Ed.D. in Curriculum and Instruction. I am doing some research on poetry
instruction and I need your help! Your principal and teachers have agreed to release you
from your peer tutor duties for a few days to participate in this study. Your performance in
this study will have no effect on your grades in any course. You will simply be assisting
me in completing this research project and helping the field of education identify a more
effective way of teaching poetry.
You need not be familiar with poetry or even like poetry to participate in this study. The
only requirement is that you are available on Tuesday, October 29; Tuesday, November 5;
and possibly Tuesday, November 12 during your normally scheduled class time (period) as
a peer tutor. You will meet with me for one-on-one instruction. We will meet in the school
psychologist's office (I know, it is a strange place to meet but it is the only room available
with the exception of the restroom!) You will be given a poetry instructional module which
will basically teach you how to read poetry. Then I will ask you to choose the best of two
poetic passages or poems. The instructional method is called Controlled Misalignment
which is basically a transfer of learning method. I think you will find this to be an
interesting and enjoyable educational experience.
Before I meet with you I need for you to complete the attached "Participant Data Sheet" and
the "Consent Form." This information is necessary in reporting the results of the study and
making generalizations about the usefulness of this instructional technique. All of this
information will be kept confidential and your name will not appear in any report. Because
this technique is not risky or even "difficult" there will be no reason for you not to want to
share it with your teachers, parents, or friends. However, it is always the researcher policy
not to allow anyone access to the data on any individual student. In other words, unless
you discuss it, no one will know how you performed during the poetry instruction except
the researcher. By the way, you are in good company, there are at least 6 other students
who are participating in this study as well- a very select group!
Please mail the "Participant Data Sheet" and "Consent Form" to the following address AS
SOON AS POSSffiLE (by October 22): Kelli McCrea, XXXXXXXXXXXXXX. I have
attached a self-addressed stamped envelope. If you have any questions, feel free to call me
at XXXXXXX. I will be calling you at home a few days prior to the first session to
confirm your participation. Thanks in advance for your help!
Sincerely,

Kelli McCrea
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CONSENT FORM

A.

Purpose:

The purpose of this study is to determine if the Controlled Misalignment method of
instruction is effective in teaching poetry. The Controlled Misalignment method involves
teaching students how to transfer knowledge or skills so that they can be more efficient
learners. This study is being conducted by Kelli Cliff-McCrea in partial fulfillment of the
Doctor of Education degree from the University of San Francisco. The population being
studied consists of eleventh and twelfth grade students. These students attend a public high
school in the greater Phoenix area. My child is being asked to participate in this study.
B. Procedures:

The study will consist of the following components:
1. Poetry instruction using the Controlled Misalignment method which involves
sensitizing students to the variations in semantics and syntax between everyday language
and poetic language. In two or three separate sessions lasting approximately one hour
each, my child will receive meet one-on-one with the researcher. Instructional sessions
will take place during the time in which my child is normally scheduled to be a peer tutor.
2. Pre- and Post-tests which involve selecting the best poem among two choices and
discussing a poem during and after reading it.
C.

Risks and Confidentiality:

1. No risk is involved and no discomfort is expected as the procedures used in this study
are complimentary with my child's regular educational process. This study is basically like
a mini-workshop in poetry and will most likely be an enjoyable learning experience for my
child. This consent form is primarily intended for informational and record-keeping
purposes.
2. Complete confidentiality is assured. Only personnel directly involved in the study will
have access to the raw data. Students' names will be changed to a number and will not
appear in any reports or publications. Teachers will not have access to data on any
individual student.
D.

Benefits:

1. My child will benefit from participating in this study because he/she will gain an
understanding of and appreciation for poetic language and will learn a technique for transfer
of learning which is not typically taught in school.
2. Educators will benefit in that they have a new technique for teaching poetry.

E. Alternatives:

Participation is voluntary. I may choose to not let my child participate in this study.
F. Costs:

There are no costs associated with this study.
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G.

Reimbursement:

There will be no reimbursement for participation in this study.

H.

Questions:

If I have questions or concerns regarding this study, I may contact Kelli Cliff-McCrea at
XXXX:XXX or, if I do not wish to talk to the researcher directly, I may contact the
Institutional Review Board for the Protection of Human Subjects at:
The University of San Francisco
Attn. IRBPHS Acting Chair
Department of Psychology- Campion D-13
2130 Fulton Street
San Francisco, CA 94117-1080
Phone: (415) 422-2416

I.

Consent:

I have been given a copy of this consent form to keep. I understand that participation in
this research is voluntary and that I am free to refuse permission for my child to be in this
study and free to withdraw my child from the study any point.

Student's name

Parent's signature (or Student's, if over 18)

Date

Researcher's signature

Date
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Name:
Age:
Current GPA:
last years GPA:
Grade in English:
Hobbies:
CIRCLE ONE OF THE FOLLOWING:

Grade:
Gender:
Ethnicity:

Junior I Senior
M IF

Caucasian I Hispanic I African-American I Asian I American Indian I
Orner ________________

Number of siblings (sisters/brothers):

0 I 1 I 2 I 3 I 4 I 5 I 6 I Other_____

Where are you in relationship to your siblings: Oldest I Middle I Youngest I Other _____
Do you live with both your parents: Yes I No - explain._______________________
How many hours a week do you work?: 0 I 1-5 I 6-10 I 11-15 I 16-20 121-25 I 26 +
you attended public schools your entire life?: Yes I No- explain_ _ _ _ ___
Have you gone to school in Arizona your entire life?: Yes I No- explain.__________
much experience have you had reading poetry?: None I A little I A lot
Where do you read poetry?:

Home I School I No where I Other ___________

many hours a week do you spend reading for leisure and enjoyment (any kind of
reading, not just poetry)?:
0 I 1-5 I 6-10 I 11-15 I 16-20 I 21-30 I 31-50 I 51-75 I 76-100 I 100 +
Approximately how many hours of formal poetry instruction have you had?:
0-10 I 11-20 I 21-40 I 41-70 I 71-100 I 100 +
At what educational level did you receive formal poetry instruction?:
nor·on•·-ton I Jst-3rd I 4th-6th I 7th-8th I 9th-10th I 11th-12th
In general, how well do you understand poetry?: Not at all I A little I A lot

do you feel about poetry?: Hate it I Dislike it I Don't care I Like it I Love it
Comments:
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Name:
CIRCLE YOUR RESPONSE:
In general, how well do you understand poetry?

Not at all I A little I A lot

do you feel about poetry?
Hate it I Dislike it I Don't care I Like it I Love it
difficult was poetry instructional Module G?
Very easy I Easy I Neither easy or difficult I Difficult I Very Difficult
How difficult was poetry instructional Module NG?
Very easy I Easy I Neither easy or difficult I Difficult I Very Difficult
On a scale of 1 - 5, to what extent did the Controlled Misalignment method of instruction
help you understand poetry?
(Not at all) 1 I 2 I 3 I 4 I 5 (A lot)
On a scale of 1 - 5, to what extent did the Controlled Misalignment method of instruction
help you appreciate poetry?
(Notatall) 1 I 2 I 3 I 4 I 5 (A lot)
Do you feel that this method of instruction helped you to appreciate poetry more than other
methods? Why or why not?

What did you like best about the poetry instruction?

What did you like least about the poetry instruction?

was the most valuable thing you learned from the poetry instruction?

Feel

to write additional comments or

on the back
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Oct. 10, 1996
Dear XXXXXXX:
Thank you for volunteering to distribute these letters and forms. I hope I have covered all
the bases. If you can think of anything I have forgotten or a better way to handle these
procedures, let me know. Please give a "Dear Educator" letter and a "Dear Student" packet
which includes a letter, envelope, consent form, and participant data sheet to the teachers
who have the following peer tutors in their classes. If a teacher has more than one of the
students listed below, they should receive a packet for each student. Note: The students
are eleventh graders unless a (12th) is written behind their name.

(Note:

Names have been deleted for confidentiality.)

Period 1

Period 5

Period 2

Period 6

Period 3

Period 7

Period 4

Although I am distributing packets to all of the above students, I will only use 6-10 of
those students in my study. I anticipate that there will be a several students who either
refuse to participate, are absent frequently, don't return the paperwork, or who cannot be
released from their peer tutor duties. I have requested that if a student will not be
participating in this study, that the packets, including the unused stamped envelopes, be
returned to your box in the main office. I will call you next week to see if any packets have
been returned. Incidentally ... the completed consent forms and participant data sheets
should be mailed to me by Oct. 22. Give me a call if you have any questions
(XXXXXXX). Thanks again!
Sincerely,

Kelli McCrea
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Oct. 1, 1996
Dear Educator:
Hello! I am a student at the University of San Francisco pursuing an Ed.D. in Curriculum
and Instruction. My dissertation is titled "Using Controlled Misalignment to Modify Poetry
Appreciation Among High School Students." This study will use a single subject design in
which each subject will receive one-on-one poetry instruction and will serve as their own
control. In other words, their post-test scores on a poetry appreciation assessment will be
compared with their own pre-test scores to determine if the instruction made a difference
for them. XXXXXXXXX and XXXXXXXXX have been gracious enough to assist me
in completing this research study.
I am writing to you to request your cooperation in allowing your peer tutor student(s) to
participate in this study. We felt it would be less disruptive to use peer tutors than pull
students from a class in which they are expected to achieve specific outcomes. I
understand that the tutors are valued in your class. Fortunately, it would only require three
class periods. I would need them on the following days: Tuesday, October 29; Tuesday,
November 5; and Tuesday, November 12. The students would be instructed to report to
the school Psychologist's office to receive the poetry instruction.
To ensure that the results are valid, the students will only be given enough information
about the study in advance to appease their curiosity. It is better if they don't know that I
am measuring appreciation. Please give them the following information:
Kelli McCrea is a doctoral student studying curriculum and instruction.
• She is trying to find out if an instructional method called Controlled Misalignment is
effective in teaching poetry.
• All of the information is confidential. Their names will not appear in any report nor
will any of the teachers at Glendale High ever see the results for any particular student.
I am requiring each student to complete a participant "Data Sheet." This information is
necessary in reporting the results of the study and making generalizations about the
usefulness of this instructional technique with this population. There are no risks or
possibility of discomfort in this study because it is simply a poetry education program
similar to that which they would get in a regular English class. However, when doing
research for a doctoral dissertation it is necessary to get "consent" in advance. Therefore, I
have enclosed a Consent Form. Please ask the student to have a parent or guardian sign
the form (or they can sign it if they are over 18) and mail it, along with the participant
data sheet, to XXXXXXXXXXXXXXX AS SOON AS POSSIBLE (by Oct. 22).
A self-addressed stamped envelope has been provided.
Because this study uses a single-subject design, I only need 6-10 students. Most of the
students will be Juniors, only one or two will be seniors. If you have a peer tutor that
either refuses to participate, is not fluent in English, you feel would not be cooperative, is
not reliable, does not attend school regularly, or you simply cannot release from their tutor
duties please write a note on the back of this paper and return put it in XXXXXXX box. I
will call each of the students selected for the study prior to the first meeting to confirm that
they will be there. I will write a memo informing you which students will participate in the
study so that they may be excused from your class on the above dates.
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Thank you very much in advance for your assistance! The results of this study will be
available in December. If you are interested, I would be happy to share those with you. If
you have any questions, please don't hesitate to call me at XXXXXXX.
Sincerely,

Kelli McCrea
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Dear Educator:
Hello! I am a student at the University of San Francisco pursuing an Ed.D. in Curriculum
and Instruction. My dissertation is titled Usin~ Controlled Misali~ment to Modify Poett:y
Ap_preciation Amon~ Hi~h School Students. I am writing to request your assistance in
rating poems on a Likert Complexity Scale.
My research is designed to answer the following questions: 1.) To what extent would
defining poetry as a transfer demand generate an effective way to teach poetry? 2.) Could
Dr. S. Alan Cohen's Controlled Misalignment model of instruction result in an effective
pedagogy for teaching eleventh and twelfth grade students to transfer their skills to
appreciating language in non-poetic to poetic forms? Specifically, what patterns of change
in markers of poetry appreciation occur as an effect of using Controlled Misalignment to
modify subject's abilities to process the semantics and syntax of poetry?
Previous studies used the Controlled Misalignment model to teach various age students the
transfer habit, called cognitive stretching. The results of these studies indicate that this
model can be used to teach students to handle both near and far transfer demands in math
and reading. These results also suggested that Controlled Misalignment might be a
possible strategy for teaching students to process the peculiarities of poetic language, a
transfer demand for anyone who has mastered normal prose. This study defines poetry as
a transfer demand because poetry is the use of language under stimulus conditions that vary
from everyday language use and formal prose. I am proposing that by providing students
with an expectation of variations in stimulus conditions that differentiate poetic language
from everyday language and formal prose, they will learn the transfer habit. In other
words, they will develop a set for transfer such that when they are presented with new
poetry selections, they will expect and seek the variations from what was previously
learned.
This study will use a single-subject design in which six to ten students are sensitized to the
variations in stimulus conditions between everyday language, prose, and poetry. The
instruction is designed to provide a set for, and practice in, meeting increasing transfer
demands with regard to semantics and syntax. Students will be probed for appreciation at
various points during instruction. Appreciation will be measured formally by requiring
students to select the best poem (or stanza) from two versions. One version is the original,
and in the other the semantics and syntax have been altered. This technique is modeled
after several research studies measuring literary appreciation. A content analysis of
student's spontaneous responses during and after instruction will serve as an informal
measure of effect.
Once again, I am requesting your assistance in rating the complexity of the poetic passages
that will be used in this study. Please rate the poems, lines, or stanzas written on the
following pages using the "Likert Complexity Scale." These ratings will be used to ensure
that the Controlled Misalignment intervention matches the complexity level of the Best
Poetic Passage Selection (BPPS) post-test. Ideally, I hope to have consensus among all of
the raters. Thank you in advance for assisting me with this experiment. If you have
questions, feel free to contact me at XXXXXXX. Any recommendations are welcome.
Sincerely,
Kelli Cliff-McCrea
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Rater's Instructions

LIKERT COMPLEXITY SCALE
1
simple
(not
complex)

2

3

slightly
complex

complex

4
very
complex

5
extremely
complex

Please write ONE number (rating) corresponding to the level of complexity next to
EACH of the poetic passages on the following pages. When determining the
complexity, please take into consideration semantics, syntax, and the age and experience of
the students (eleventh and twelfth grade).

**********************************************************
My signature below authorizes the researcher to publish my name in her dissertation as one
of the expen ''poetic passage complexity raters." I understand that I will not be monetarily
compensated for my time, although credit will be given where appropriate.

Rater's Name (printed)

Rater's Title/Employer

Rater's Signature

Date
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Rater/Educator Questionnaire

Name:
De~Uees

1.

Subjects

i;). s. G.e.r-rY\CV\ I U\t~} tSh

2.

H· A.

~fXrt\CU'\..

3.

}'\.A.

l''o ~c\.

What do you teach?

Date Completed

Universities

&\~ \-2.

.I.-u.. ?.

@d ?Jn.-!J 5 -1,

Do you teach poetry? If yes, explain: l~5.

~ ~ct.,hV\.s,,in-....J

i\(¥',c.~a\'ton, Md. Avla1.'1~5

"t 8~. ~· :Dw~

How long have you taught at Glendale High Schooi?_ct~~~r.__s_ _ _ _ _ _ __
Have you had any specialized training in poetry instruction? If yes, explain:

':\fo·

~

OVL

fN<A\ ~ 0JVJ

!2\U\'(L

'tl:se.Lf

What do you feel should be emphasized in a High School poetry curriculum (e.g., meter,
· diction, rhyming techniques, general understanding, appreciation, types of poems, etc.)?

t{o5¢ ~ '""'0~ ~
:l. tt~ tAM. a• 1lL- ~ c.k..sse.s l'oe... ~
Where and when do you usually read poetry? -~=n_.__.clD..bo""""""=-:~------

How much experience have you had reading poetry?

In general, how well do you feel you understand poetry?

'

rdotL~ ~

-

How do you feel about poetry (e.g., Hate it I Dislike it I Don't care I Like it I Love it)?
Explain: _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
When you were rating the poetic passages, how heavily did you weiw each of the following
(i.e., which most influenced your ratings): Indicate by writing [ 1 =not at all -to- 5 = a lot]
..!L_ Subject matter
..k rhyme
.:J..L_ meter
...a_ rhythm/beat
~
poetic diction
other_ _ _ _ _ _ _ _ _ _ _ __
Overall what were you looking for in the poetic passages when you rated them?

ow~-c~~),~
l.flaQ!lllOn!at

&\

c~- ~st:.hool \eud
Comments: as {<.or ().b ~5 ~ etJYI.ctx~ .
~,~
~'ffhSt~ .

er

·R tt-r6R- .#:- Z - - - - -

Name:
DejUeeS

Subjects

Universities

Date Completed

1.
2.
3.

E"nwt'sh!?"~:~

do you teach?

Do you teach poetry? If yes, explain: ---~--~~-....:'-"=--:o_s_
_______Q_-""'-'~1--...111~-....~c....o::..L..-;+
....__

-f •')'

/-~~

q,/n-"'e4fY".:.j
How long have you taught at Glendale High School?___'-j
_______:J-=-tr"'...£ ..,.-:=-_$,.__
Have you had any specialized training in poetry instruction? If yes, explain:

/'(ott'\ C.
What do you feel should be emphasized in a High School poetry curriculum (e.g., meter,
· diction, rhyming techniques, general understanding, appreciation, types of poems, etc.)?

b(,.~... l v~..-s4z.,.....l~
How much experience have you had reading poetry?

/"'''"t c~-1:·~
l&.r!) }/-J+I.

M'-"" I~ ,?./,

Where and when do you usually read poetry?

In general, how well do you feel you understand poetry?

1\lif- !)a-4-

1

How do you feel about poetry (e.g., Hate it I Dislike it I Don't care I Like it I Love it) ?
Explain:

:C \ i ~L

,..

-J- •

were rating the poetic passages, how heavily did you wei~ each of the following
most influenced your ~s): Indicate by writing [1 =not at all -to- 5 =a lot]
Subject matter
___b rhyme
meter
__ rhythm/beat
poetic diction
- - other
t!,•~trt

wk.

Overall what were you looking for in the poetic passages when you rated them?

/h.dw+~•'rj

Name:
DefUees

Sumects

Universities

How long have you taught at Glendale High School?

6/~

Date Completed

Mj ~1CJ09 .6x:. dJ~

Have you had any specialized training in poetry instruction? If yes, explain:

~ OJtL A.ltn<Jit~

.OD&z,u

o-J,;u aP~aAJ 4h!adpua"tf"

What do you feel should be emphasized in a High School poetry curriculum (e.g., meter,
·c diction, rhyming techniques, general understanding, appreciation, types of poems, etc.)?

/

When you were rating the poetic passages, how heavily did you wei~ each of the following
(i e which most influenced your ratings): Indicate by writing [1 =not at all -to- 5 = a lot]
Subject matter
_2::.._ rhyme
_2:::.. rhythm/beat
meter

poetic diction

__!J_ other s-~..J,~.

Overall what were you looking

Uo cJ.u.J.
~ the poetic
passage:hen you rated them?

Name:
De~ees

Subjects

Date Completed

Universities

J'17S

LB·A·
2.

3.
What do you teach?

Af ~I-\) ~ Lav...eu.. ~

Do you teach poetry? If yes, explain:

~e S. ~

fv. ~A.i vt.

\,y\ij tin

~"4 ~ ~ M' liS)~ ~C\)(Av\&J
How long have you taught at Glendale High School?

1

~

Q •

Have you had any specialized training in poetry instruction? If yes, explain:

What do you feel should be emphasized in a High School poetry curriculum (e.g., meter,
· diction, rhyming techniques, general understanding, appreciation, types of poems, etc.)?

fjef'U~ ~~)be>.~ l ~ 'k_~'\sl MGV
How much experience have you had reading poetry?

0. ~ c....Q 0A ~(!.

~; tNhi %~ e~~ ~ tf'Arok~ ~~~J...J
Where and when do you usually read poetry? ~~~~~·~:a..~'"~~~~[,l.\.Lplllol\.o~
In general, how well do you feel you understand poetry?

How do you feel about poetry (e.g., Hate it I Dislike it I Don't care I Like it I Love it) ?
Explain:

~ \t

When you were rating the poetic passages, how heavily did you wei~ each of the following
(i.e., which most influenced your ratings): Indicate by writing [1 =not at all -to- 5 =a lot]
~ Subject matter
_k_ rhyme
~ meter
~ rhythm/beat
_s_ poetic diction
other ~
l<li\..~¥"-

4

'{> t·3·

Overall what were you looking for in the poetic passages when you rated them?

~ :t k...u... ~ ~~.so :t. -\t.IS\1..:'}1-X a.bn.i ~w ~
Additional Comments:

~ ~ ~ ~ ~~ tf~

~·

